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CHAPTER I
INTRODUCTION

Today's museums are changing their image.

Within

the past several decades, museum professionals increasingly
have become concerned about the role of museums in society.
In an effort to overcome the traditional "cabinet of curiosities" image, modern museums are pursuing educational avenues and taking their place in society as respected institutions of learning.
For most of us the term "education" brings to mind
thoughts of books, classrooms, and lecterns.

However, a mu-

seum offers a vastly different learning environment.

While

we rely mainly on analytical skills in the classroom, a museum demands the application of perceptual powers because of
its highly visual nature.

In a museum, more information is

imparted through direct experience with objects than through
the written word.

Thus, the amount of learning acquired is

determined largely by our ability to pick up on visual clues
and respond to them, in other words, to interpret the object

(Kurylo, 1976, p. 20).
Interpretation requires a type of thought process
with which many museum visitors are unaccustomed.

In an

effort to alleviate this difficulty, most museums make use
of docents, that is, volunteer guides who are trained in
interpretive techniques.
Interpretation is a very specialized form of communication.

A decent must go through extensive training in

order to learn how to interpret a collection.

The methods

used in teaching a decent to develop good interpretive
skills are as numerous as the museums using them.

Instruc-

tional programs include everything from assertiveness training to formal lectures.

As yet, there is no tried and true

method to assure excellence in the area of interpretation.
One especially useful means of instructing and orienting docents in the visual aspects of a museum may be the
use of audio/visual media.

Although it would appear that an

audio/visual mode of instruction could be valuable in training for any type of museum collection, thus far art museums
have made the most extensive use of it for educating docents
Art may be one of the most difficult areas of a

museum's collection to interpret because it usually involves
an extremely personal response.

It is assumed that most do-

cents have little or no formal art background.

To educate a

non-artist in the various elements and aspects of the visual
arts is a difficult task.
Art is an experience that is both sensual and emotional.

Art gives us the opportunity to look inside an-

other's mind, to see the world from another's point of
view, and, sometimes, to understand that point of view.

We

hardly can peer into Vermeer's painting, "Lady at a Spinet,"
without becoming part of that time, of that world.

Can we

look at Michaelangelo's "David" without silently striking its
pose or inwardly feeling the cool surface of the marble?
The airy mobiles of Alexander Calder bring to us an exhilarating sensation of floating freely through space.

When-

ever we are faced with an image, somewhere inside of us, we
take part in it.
Most of us are acquainted with the saying, "I
don't know anything about art, but I know what I like."
Although often said in jest, it is an attitude that unfortunately is subscribed to widely.

For laymen, art certainly

involves matters of taste, i.e., likes and dislikes, but it
also should involve appreciation and awareness.
ciate and become aware, we must be educated.

To appre-

We must learn

to respect the artist as a creator and what he creates as
having both historic and aesthetic value.
Particular styles of art often are placed in the
"I-can-do-that" category.
example.

Abstract Expressionism is a good

There is a tendency to assume that because a work

appears spontaneous or simplistic in design, that it was
done without much forethought.

In fact, there is an enor-

mous amount of planning, preparing, and analyzing that goes
into any serious piece of artwork.

This is not to say that

we must like a piece because so much time was spent on it,
but it is to say that the energy and effort at least deserve
our attention and respect.
Equally important to appreciation is the idea that
works of art serve as tangible evidence of our time and of
times past.

It is doubtful that history would be quite as

interesting if we could not look at it and touch it as well
as read about it.

Art provides a face for a name and an ar-

chitectural style for an era.
man's imagination then and now.

It unlocks the secrets of
As Kenneth Clark quotes

British art critic John Ruskin:
Great nations write their autobiographies in three
manuscripts, the book of their deeds, the book of
their words and the book of their art. Not one of
these books can be understood unless we read the
two others, but of the three the only trustworthy
one is the last. (1969, p. 1)
Art is a reflection of ourselves and our civilizations.
Beyond the factors discussed above, and perhaps
most important, is the idea of aesthetic value, art for
art's sake.

When we regard a work of art aesthetically,

we are concerned with it purely for enjoyment.

There is

no practical end intended, no knowledge to be gained, no
personal identification involved.

Our primary aim in

viewing a work aesthetically is simply to experience the
pleasure it gives us, to enjoy it for its own sake. Aestheticians have argued for centuries about what makes one
work of art more beautiful or enjoyable than another.

In

the end, the answer may lie in our own personal desires
and preferences.

Whatever the reason, art fulfills one of

man's basic needs, the need for pleasure (Hospers, 1969,
pp. 3 and 4).
For a person relatively inexperienced in the visual arts, these concepts may be difficult to grasp.

What

intuitively is understood by the artist consciously must
be pursued by the layman in an effort to comprehend.
In one sense, art is a visual language.

Teaching

someone unfamiliar with that language how to translate it
into meaningful terms may require starting at its most
elementary level, with a visual frame of reference.
Therefore, this study will devise a visual method of instruction to be used in training docents in the interpreation of art.

Purpose of the Study
This study's purpose is to develop training aids
in the form of sound/slide presentations and accompanying
guidesheets; these materials are intended to enable docents of The Museum, Texas Tech University, to offer interesting and effective museum tours with emphasis on some
of the elements of design.
In my opinion, the easiest way to interpret art
is to teach people how to see, to open doors that cause
them to look beyond the surface and discover the content.
A simple awareness of art's basic elements may be the most
uncomplicated means of communication and the first step to

understanding.

If a decent can plant the seed of inquiry,

the museum visitor voluntarily might seek additional
knowledge to expand his horizons.
This inquiry is based on three assumptions:

(1)

most docents lack a formal art background, (2) docents ordinarily are exposed more to the medium of the written
word than to visual media, and (3) docents need a visual
medium of instruction because of the visual nature of a
museum.

Need for the Study
During my association with The Museum, Texas Tech
University, I have had the opportunity to assist with docent training sessions and to observe docent-conducted
tours.

It is apparent that many of the docents fail to

understand how to present an interesting, well-organized
tour and have difficulty in presenting the collection
meaningfully to the visitors.

I believe these problems

may stem from lack of training in communication skills.
My experience with docents indicates that they go
to a museum with a desire to be of service but with little
formal background.

Docents are not experts on the collec-
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tions, although many visitors expect them to be.

Docents

obtain their knowledge of artifacts through training and
orientation sessions.

A typical training session usually

consists of "heavy doses of lecture and reading . . . "
(Scanlon, 1974, p. 37) with little emphasis on interpretive techniques.
Interpretation is a highly specialized form of
communication.
visitor.

It implies more than just instructing a

Quality interpretation primarily is based on a

sound knowledge of the subject, but a pre-packaged set of
facts may breed boredom.

Interpretation should bring the

collection to life and produce a personal identification
with the object.

Interpretive skills are founded on the

museum's visual environment, but most of what docents receive in training is in the form of written words.

Thus,

as Scanlon asks, how can docents be expected to interpret
objects effectively if they have not been presented in
meaningful, visual terms (1974, p. 3 7)?
I believe that learning to think in visual terms
requires a visual mode of instruction.

Perhaps the best

means of teaching a museum docent to communicate is by supplementing training lectures and readings with audio/visual

presentations, the goal being to prepare adequately each
docent to conduct properly an informative tour.

Limitations of the Study
This study is limited to the development of
sound/slide presentations and guidesheets dealing with
three elements of design (line, shape, and color) and to a
presentation and guidesheet that introduce these elements.
The audience for which the presentations and guidesheets
are aimed is a non-art-oriented group of individuals over
twelve years of age.

They are planned for use as aids in

docent training sessions on art at The Museum, Texas Tech
University.
Guidesheets are limited to four
pages.

single-spaced

They provide significant information regarding the

element of design discussed in the presentation.

A guide-

sheet includes a definition of terms pertaining to the element, a list of the element's characteristics or types,
the purpose of the element in relation to design, and inspirational sources for the element.
Each sound/slide presentation is no longer than
ten minutes long.

Visuals consist of 35mm slides.

The
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slides' subjects are obtained from three sources:

(1) ob-

jects within The Museum's collection that may be seen on a
tour, (2) familiar objects of the physical environment,
and (3) art objects from local community sources.

The

sound source originates from a reel-to-reel tape.

The

productions are planned for the use of two carousel projectors, a dissolve unit, and a tape player.
other arrangements may be used.

However,

Equipment is portable.

Definitions of Terms
Art

- visual art.

In this paper the term is

used interchangeably with the term arts.
Dissolve Unit

- a piece of audio/visual equipment that
may be connected to a pair of slide projectors, causing images to fade into each
other as they are changed.

A dissolve

unit creates a smoother transition when
advancing slides.
Environment

- the visible world around us.

In this

study the term is used interchangeably
with physical environment.
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Holistic Mode

- thinking in wholes.

The holistic mode

of thinking is carried out on the right
side of the brain, which primarily is
responsible for intuitive processes.
Interpretation - "activities that responsibly explain
and/or display the collection in such a
personalized manner as to make its background, significance, meaning, and
qualities appealing and relevant to the
various museum publics."

(Dunn, 1977,

p. 15)
Museum Docent

- a museum volunteer who specializes in
education and interpretation.

She gen-

erally is referred to by the public as
a "tour guide."

In this thesis the term

will be used interchangeably with docent
and interpreter.

Because docents typ-

ically are female, feminine gender will
be used.
Museum Volunteer~a person who offers services and time
to the museum free of charge.

A volun-

teer may work in any one of several
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capacities in the museum including
sales shop, assisting with collection
registration, cataloguing or serving
as a group guide.

In this paper the

term is used interchangeably with the
term volunteer.

Again, because most

volunteers are female, feminine gender will be used.

Methods
A search for literature pertinent to this study
was undertaken prior to developing the sound/slide presentations and guidesheets.

Material concerning audio/

visual production was studied carefully to determine the
best method to follow in composing sound/slide programs.
Various books on design were consulted to determine the
content of the guidesheets.

These books on design have

been listed in each guidesheet under "Recommended Readings . "
Subject matter for the presentations and guidesheets was chosen with the type of audience and the
availability of examples in mind.

Because the audience
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was assumed to have no formal art training, topics dealing
with design were selected as a means of providing a basic
foundation of information concerning art.

Line, shape,

and color were thought to be the best subjects to address
because of prevalent examples within the museum collection
and the environment.
After the subject matter was established, the
collections at The Museum, Texas Tech University, were researched extensively to ensure there were accurate illustrations for the sound/slide presentations.

Examples se-

lected from the physical environment were those that would
be familiar to the audience and that would conform to the
topics discussed.
The non-art-oriented audience became an important
factor in developing the scripts.

Narration was written

in a simple, direct manner to avoid confusion.

It was

kept to a minimum so as not to interfere with audience
comprehension.

Terminology used was either familiar to

the audience or could be referred to in the guidesheets.
Slides for each presentation were made after the
script was written, although some idea of what images were
needed already had been formed.

Visuals consisted largely
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of objects that were part of the museum's collection or
that were common to the environment.

Visuals were relied

upon heavily to reinforce dialogue.
Once the slides were completed, the script was
re-checked to ascertain whether any changes were needed.
When the dialogue was in final form, it was recorded onto
a reel-to-reel tape.
The specific content of the guidesheets was decided upon following completion of the sound/slide presentations.

It was determined that the guidesheets would

conform to the slide programs in topic but differ in information.

Because the audience generally was unfamiliar

with the subject matter, material included in the guidesheets was of a more instructional nature in order to
clarify and expand on the sound/slide presentations.
To test for clarity, each completed sound/slide
program and guidesheet was presented before a combined audience of art and non-art-oriented people.

Areas that ap-

peared confusing or ambiguous were revised.

The corrected

presentations and guidesheets then were re-examined by the
same audience for further evaluation or final approval.

CHAPTER II
REVIEW OF RELATED LITERATURE

Literature pertinent to the study will be examined
in this section.

This inquiry will summarize ideas and

convictions of professionals in the museum field and in
other areas related to the research.

Museum Volunteers
Volunteers are one of the most valuable resources
available to museums.

These people, who generously offer

their time and abilities free of charge, provide a service
that almost is indispensable.

Volunteers may be employed

in any one of several positions the museum makes available,
including sales shop personnel, group guides or assistants
in collection registration and cataloguing.

Whatever the

task, it is clear that without the help of volunteers,
many museums would be forced into a drastic reduction of
program offerings or, in some cases, would be unable to
operate (Burcaw, 19 75, p. 51). A study by the Council on
Museums and Education in the Visual Arts (CMEVA) states:
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. . . many a director has acknowledged that without
the volunteers his museum's education program would
be financially impossible. Some directors, in fact,
feel that without volunteers they could not open
their doors. (19 78, p. 2 42)
Most museum volunteers come from similar backgrounds.

They usually are "upper-middle-class, college

educated housewives."

(Bay, 1974, p. 25)

The majority

have at least two children, are married to an executive
and are active in the community (Heine, 1965, p. 287).
Such a socio-economic status has created problems with
some museum volunteers, especially those assigned as
interpreters for school groups.

The CMEVA (19 78, pp.

244-45) and Bay (1974, p. 25) report that many women from
upper-income levels have difficulty relating to minority
and underprivileged children.

Critics of volunteer pro-

grams question the validity of maintaining a force that
is unable to attract a wider audience.

Then too, there

are conflicts between volunteers and professional staff.
Very often staff members resent the idea of "amateurs" being admitted to their divisions.

If not carefully gov-

erned, wealthy and powerful volunteer organizations may
seek to take control of an area (CMEVA, 1978, pp. 244-45).
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Yet advocates of museum volunteer programs contend that benefits far outweigh difficulties.

Museum bud-

gets traditionally are low, especially for small museums.
Volunteers provide an alternate, inexpensive means of completing a staff (Burcaw, 1975, pp. 40-41).

Both the CMEVA

(1978, p. 243) and Naquin (1977, p. 19) agree that the
amount of money saved in salaries through the utilization
of volunteers is significant.

However, it is not only the

museum that reaps the benefits of volunteer services.
volunteers gain as well.

The

Heine (1965, pp. 289-90) declares

that the sheer joy of giving is a reward in itself, along
with public recognition and appreciation volunteers receive
In addition, the museum is able to offer its volunteers educational enrichment through specialized training.

The Training of Museum Volunteers/Docents
An enormous amount of time and energy goes into
training a museum volunteer.

A museum's educational staff

spends a major portion of its time planning and conducting
orientations and training sessions that prepare volunteers for their job assignments.

From this standpoint,

museums really do pay for volunteer services.

Quality
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training is expensive.

For example. The Boston Museum

of Fine Arts spent more than $70,000 on its 1974-1975
training program (CMEVA, 197 8, p. 24 3).
Bay (19 74, p. 25) found that most museums use
their volunteers as interpreters, more commonly referred
to as docents.

The word "docent" stems from the Latin word

"docere," meaning to teach or instruct.

Docents have as

much, if not more, contact with the public as any other
person in the museum (Wittlin, 1978, p. 8). In one sense,
they are the liaison between the museum and the public.

It

is they who act as interpreters, who speak the "language
of the visitor."

(Scanlon, 1974, p. 34)

Their ability to

communicate effectively with warmth and enthusiasm is
essential to a meaningful visit (CMEVA, 1978, p. 243).
Docents project the image of the museum.

Therefore, the

public is likely to base its opinion of the museum on how
well its docents perform (Heine, 1965, p. 290). As Heine
stated:

"To the visitor, the person who talks to them i£

the museum."

(1965, p. 290)

A high quantity and quality of training are essential in order to produce knowledgeable docents who are
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skilled in communication.

Reibel suggests that:

The more training you give a museum volunteer,
the better he will be. . . . A museum has to impart
a vast amount of knowledge to any volunteer who
comes in contact with the public. . . . A training
program assures you of consistency. (1974, p. 19)
The standard method of educating docents includes
a general orientation to become familiar with routine
procedures; a packet containing lists of suggested readings, tour outlines, and recommendations regarding tour
techniques; a model tour, and a critique.

When each do-

cent feels ready, she gives a practice tour to a staff member (Bay, 1974, p. 26). Ideally, the training also should
introduce docents to the museum's philosophy and operations, as well as familiarize them with current exhibits.
While these techniques may produce knowledgeable docents,
the task of training still is incomplete.
Just as important as docents being knowledgeable
is their ability to communicate that knowledge effectively,
"a matter that cannot easily be formularized."
1974, p. 25)

Museums are visually oriented.

(Bay,
They offer

a unique learning situation because most information is
acquired through direct experience with objects (Kurylo,
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19 76, p. 21). Docents must do more for a museum visitor
than just name an object; they must interpret that object.
Interpretation is an unparalleled learning situation.

It provides a direct encounter with original ob-

jects away from the formal classroom setting.

Though it

is founded on factual information, interpretation seeks
to instill an intimate understanding through sensory experience (Alexander, 1979, pp. 195-96).

Dunn defines in-

terpretation as:
. . . activities that responsibly explain, and/or
display the collection in such a personalized manner
as to make its background, significance, meaning and
qualities appealing and relevant to various museum
publics. (1977, p. 15)
To accomplish this, an interpreter must be able to think in
perceptual terms.

Thinking Visually
Visual thinking requires a thought process with
which many docents are not accustomed.

Years of tradi-

tional schooling tend to foster analytical rather than perceptual thought processes.

Recent studies suggest that

both modes of thinking are connected directly to the right
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and left hemispheres of the brain (Grady, 1976, p. 46).
Though the two areas appear to be identical, their functions actually are quite different.

Farb explains that:

The difference between them might be compared to
the difference between a bookkeeper and an artist.
For most people the left hemisphere thinks sequential, analytical thoughts and is also the center
of language. The right half of the brain thinks
intuitively. Its provinces are spatial relationships and form, and it performs much better in
matching one pattern with another, in recognizing
faces, and in perceiving the arrangement of objects in space. (1978, p. 64)
Typical school curricula are inclined to favor the
left half of the brain.

Emphasis is placed on reading,

writing, and arithmetic, "education's three R's" (Grady,
1976, p. 46), while subjects that develop intuitive abilities, such as music and art, often are considered frill
programs.

There is an increasing amount of evidence sup-

porting the importance of arts-centered learning as primary to normal brain development (Williams, 1977, p. 11).
Dr. Jean Houston, who is director of the Foundation for
Mind Research, says:
A person needs to think in terms of images as well
as words. He needs whole-body-thinking—to evoke
more of his entire mind-body system. Verbal-linearanalytical intelligence is a small part of the
intelligence spectrum. There is also visual-
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aesthetic-plastic (working with the hands) intelligence, but that is not acknowledged in the schools.
(Williams, 1977, pp. 11-12)

Use of Audio/Visual Materials in
Museum Training Programs
Because docents who are products of a traditional
system of education are likely to have difficulty thinking
in visual terms, what method of instruction might be employed to train them to think visually?
the use of media as a possible answer.

Grady advocates
Media include

" . . . slide-tape shows, Super-8 and 16mm films, lighting
effects, audio spectaculars and so forth. . . . "
1976, p. 48)

(Grady,

While Grady's article deals primarily with

the study of media in schools, it nevertheless recommends
a media environment as a means of shifting thinking to the
holistic mode.
The most common use of audio/visuals in museums
today is in exhibits, usually to replace label copy (Lovey,
19 79, p. 12). However, increasingly more museums are recognizing the instructional value of media productions
both for staff and visitors.
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Audio-visuals in museum exhibitions and educational
programs provide multisensory experiences that stimulate active responses. . . . All that is really
required is a very practical, straightforward
approach to explain the objects and their relationship to commonly understood and appreciated things.
(Radford, 1974, p. 37)
The Cleveland Museum of Art makes regular use of
sound/slide presentations.

These programs are intended to

increase awareness and to provide interpretive information
about the museum's collection.

An innovative approach to

the production of these shows is used, with all staff members involved in producing their own presentations.

The

Cleveland Museum of Art now has more than seventy sound/
slide presentations on file.

The most frequent users are

the interpretive staff (Silver, 1972, pp. 83-85).
Folds notes two additional advantages of audio/
visuals used as a teaching aid.
. . . one of the advantages of the filmstrip is
the rapid succession of visually related images
it can project, showing an object or scene from
different angles and distances, perhaps eventually
closing in on important details and then again
repeating the image of the whole. . . . One
advantage of filmstrip over cinema film projection
is the ease with which the succession of images
can be stopped at any moment to allow the audience
to concentrate on a single frame. (1970, p. 64)
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The use of audio/visual media in museum environments is relatively new.

Some professionals in the field

are inclined to reject the idea, stating that it cannot
replace the artifact.

Because the primary goal of a mu-

seum visit is direct experience with the object, critics
maintain that audio/visuals do little to enhance the experience with the objects.

Programs that are entertaining

interfere with the educational value of the objects, critics say.

There also are complaints that audio/visual media

are "loud and distracting," that label copy or brochures
adequately may inform the visitor (Lovey, 1979, p. 12).
However, the Schools Council supports the use of
audio/visual media in museums as a valid approach to instruction:
. . . provided it extends and facilitates further
study of the original. It is for the expert, with
the help of the camera, to show the less experienced
eye how to look, what to look for, how to explore a
two- or three-dimensional object. It is to the enhancement of this personal experience that the visual
aid should be directed. (1972, p. 34) . . . various
media . . . interrelate—the tactile with the visual,
the visual with the auditory . . . the word will
awaken the desire to touch, touch will give rise to
the spoken word, the camera will lead to new visual
discovery and increase appreciation of the object
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itself . . . Together or singly their aim is to
stimulate greater pleasure, which forms the essence
of a fruitful museum experience. (1972, p. 36)

Development of Sound/Slide Presentations
Sound/slide presentations can be among the
easiest and least expensive media to produce, as compared
to motion films or video tapes.

The availability of uncom-

plicated equipment and endless sources of inspiration makes
this type of audio/visual program relatively simple to produce without the assistance of professionals (Kincaid,
19 79, syllabus).
The first step to any quality production is research.

Developing a program without thoroughly research-

ing the subject matter is a worthless undertaking.

A firm

grasp of the topic is requisite to a well-written script
(Kenny and Schmitt, 1979, p. 112).
Simplicity is the key to a good presentation.

The

topic should be narrow in scope or should be presented in
a split sequence.

"The most common mistake made in plan-

ning a presentation is too much material—this can become
boring."

(Kincaid, 1979, syllabus)

It may be difficult

to produce one show on Picasso's artistic career.

The
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length alone can lose audience attention.

Generally, if

the subject cannot be covered in less than twenty minutes,
it is best to develop a series of brief programs (Kincaid,
1979, notes).
The script "is the foundation upon which a . . .
presentation is built."

(Kenny and Schmitt, 1979, p. 116)

It should define the topic, clarify the message and draw
interest.
journalism.

Script-writing is a highly specialized type of
Accepted compositional styles are of little

use in preparing a script.

Paragraphs, lengthy descrip-

tions, and detailed explanations only create wordiness and
distractions (Kenny and Schmitt, 1979, p. 116).
Audio-visual presentations require you to think
and write visually. In multi-image scripting you
write for viewers and listeners, not readers . . .
you have to let 'the pictures do the talking' as
much as possible. (Kenny and Schmitt, 1979,
p. 116)
Sound/slide programs assume an immediate response:

What is

seen and heard must be presented in simple, cohesive
terms to achieve instant understanding.

Listeners do not:

. . . have the luxury of time for reflection that
readers enjoy. They're forced to hear and comprehend speech delivered at about 125 words a minute,
with no time to review or to ponder what's been
said. (Kenny and Schmitt, 1979, p. 118)
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Thus, dialogue is more effective when kept to a minimum
(Kincaid, 1979, notes).
Scripts also must be composed with a speaker in
mind.

The spoken word is less formal than a written form,

which may contain intricate passages supporting thought
development.

Narration must be in clear, concise lan-

guage for a natural delivery (Melear, 19 80, p. 11).
Scripts are organized in sequences rather than in
•paragraphs.

Each sequence includes a series of visuals

supported by a segment of narration (Kenny and Schmitt,
1969, p. 120). The narrative may be in the form of
phrases or even single words recited at specific intervals.

Complete sentences are not necessary always to get

a point across, because verbal generalities may be clarified with specific images (Kincaid, 1979, notes).
Visual style is primary to a sound/slide program.
Kenny and Schmitt explain that:
Visual style is the 'look' of a presentation;
it's the combination of screen format and projected images that audiences see as opposed to
program content, which they absorb. (19 79, p. 76)
Very often visual style will carry the emotional content
of the program.

A production that is informational may

28

use straighforward, realistic images.

On the other hand,

a presentation that portrays an emotionally charged subject may employ more artistic visuals.

It is important

to select a visual style and be consistent (Kenny and
Schmitt, 1979, p. 76).
The dialogue should correspond with the visuals
being projected on the screen (Kincaid, 1979, notes).
Once again, visual thinking is necessary.

Having an

idea of what images will illustrate the message is essential to composing a coherent script.

Before writing a

section of narration, a mental impression must be formed
of the slides that best explain the concept (Kenny and
Schmitt, 1979, pp. 116-18).
Background music is chosen to enhance the mood
of the program.

Melear explains:

. . . change the music to fit the mood. This
reinforces a narrator's message and helps prevent
listener fatigue. The music creates interest
and relaxes the listener, making him more receptive to the message. (19 80, p. 11)
A professional-appearing sound/slide presentation
is relatively easy to produce.

Time, careful planning, and

thorough research are the elements of success in any
audio/visual production (Kincaid, 19 79, notes).

CHAPTER III
PRESENTATIONS AND GUIDESHEETS

Whether docents receive adequate training to
interpret properly museum collections is a constant debate among museum educators.

The visual nature of a mu-

seum offers a unique learning and teaching situation.
What method to use for preparing a docent to work in
this specialized environment remains uncertain.

Thus,

the need for qualified interpreters is clear, but the
question of how to make them qualified is debatable.
One answer to this dilemma may be to supplement
docent training with audio/visual programs that provide
infoinnation about the collection.

As stated previously.

The Cleveland Museum of Art has enjoyed great success
with this approach even though art is a difficult collection to interpret.

It is a visual form of expression

based on complex concepts and philosophies often misunderstood by laymen (Silver, 19 72, p. 83). Silver explains
the advantages of the slide/tape programs used at the
Cleveland museum:
29
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. . . a slide show allows more time than moving
film for the eye to search out, focus and concentrate on details of an art object. Looking at a
slide is like an exercise in fixing attention and
is a useful way to get ready for the gallery encounter with a work of art. Each slide-tape is
designed to illuminate or explain—or even discover—
works of art on exhibition in the museum. (19 72,
p. 83)
In my opinion, the system described above may be
the best way to instruct docents in museum interpretive
techniques.

The sound/slide presentations in this thesis

are similar to the kind of slide/tape program used by The
Cleveland Museum of Art.

The guidesheets included as

part of this study are intended to enlarge upon and clarify the presentations.

An explanation of the development

of these sound/slide presentations and guidesheets and
their use will be discussed in this section.

Determination of Subject Matter
The sound/slide presentations and guidesheets
composing the study are produced to assist docents in
interpreting art effectively.

Subject matter for these

materials is determined, in part, with that purpose in
mind.
Because most docents have no formal art training.
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topics deal with introductory design basics.
slide presentations are developed.

Four sound/

They include an intro-

ductory program and three others that examine three specific elements of design:

line, shape, and color.

The first production deals with design in general.
An overall introduction is needed to provide a basis for
the three remaining presentations.

This type of introduc-

tion especially is important because the audience is presumed to be relatively unfamiliar with the subject of design.

Another consideration in developing the introduc-

tory program is how to attempt to shift docents' thinking
visually.

Slides for this presentation consist primarily

of familiar examples from the environment.

These types

of images heighten visual awareness of design in nature.
The other three presentations discuss particular
design elements.

There are five elements of design:

shape, color, texture, and space.

line,

The topics in the final

three programs are line, shape, and color.

These subjects

are used because of their commonality within both the museum collection and the environment and because of the
ease with which they may be discussed and understood.
Texture is presented more effectively through a form of
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instruction that involves physical contact with a variety
of textured surfaces.

Space is a complex subject requiring

a wide range of examples that are not available readily.

Sound/Slide Presentation Content
Each sound/slide presentation is considered on an
individual basis with regard to content.

Deciding factors

for slides and scripts include the type of audience,
availability of examples from the museum collection and
other sources, and the nature of the topic.
The time allotment for each presentation purposely is limited to ten minutes, with the subject addressed in a general manner.

A detailed explanation of

the topic would add wordiness and distract docents from
determining the most important facts, thus resulting in
a loss of attention.

Presentation I:

The introductory presentation, "To See,"

is intended to instill in viewers an awareness of design
in the physical environment.
taken mainly from nature.

It is composed of slides

This production emphasizes tak-

ing a fresh perspective when viewing products of the environment with which we have become overly familiar.

The
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phrase "overly familiar" refers to being exposed to an
item so often that it is taken for granted or treated indifferently.

The purpose of the first program is to pre-

sent docents with new points of view that reveal the uncommon beauty and design of products commonly found in
nature.

It is expected that this type of approach will

increase the viewer's visual consciousness and create a
basic groundwork for forthcoming productions.
The program's narration is minimal and is written
primarily in short phrases.

Because of the general nature

of the topic, the dialogue deals in generalities rather
than specifics.

It is my opinion that too much narra-

tion interferes with audience concentration on images used
to support it.
Visuals are the dominant factor in all the presentations, and this especially is true in the introductory program.

Because the program's aim is to increase

audience members' visual awareness of the environment,
it is more important to show them how to see than to tell
them.

For example, a series of slides depicting a tree

(Illustration 1) seen at close and at gradually widening
angles encourages the audience to take a different point
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Illustration 1.

Tree Series
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of view, to isolate and expand, which are all methods of
learning how to see.

While the narration offers a limited

description of what is happening, the visuals provide a
detailed illustration.

Presentation II:

The presentation on line is approached

from the standpoint of appreciation.
line are discussed:

Three aspects of

(1) line as one of man's earliest in-

ventions, (2) line as a utilitarian tool, and (3) line as
an aesthetically expressive element.
Again, the script is written in a concise manner
and makes use of short, descriptive phrases.

Slides, pri-

marily of objects in the museum collection, are used to
reinforce the dialogue.

These objects are likely to be

familiar to docents and, therefore, may be more meaningful
when used to illustrate a point.
As stated above, the presentation seeks to instill
an appreciation for the functions of line.

A slide of an

ancient petroglyph (Illustration 2) offers evidence of
line in early civilizations.
tell a story.
interpretation.

The lines carved in the stone

Exactly what that story is may be open to
However, the carving illustrates the im-
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Illustration 2.

Petroglyph
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portance of line as a form of documentation and communication in early civilizations.
Visuals depicting words written in Arabic are
contrasted with slides of English words written in cursive
form (Illustration 3). These illustrate the utilitarian
nature of a line.

We use lines for the practical purpose

of communicating our thoughts and ideas in symbolic terms.
The slides also note that although the lines may appear
differently because of their cultural origins, they still
have the same purpose—communication.
Line also may evoke an emotional response.

Par-

ticular types of line cause different kinds of reactions.
Flowing lines woven into the pattern of a Philippine basket (Illustration 4) suggest calmness.

However, the dy-

namic lines in Ben Shahn's lithograph (Illustration 5 ) ,
"The Blind Botanist," create a feeling of tension and
excitement.

Both of these works are examples of the ex-

pressive qualities of line.

Presentation III:

The Museum, Texas Tech University, has

several works by artists who use shape as a dominant
element in their work.

Therefore, the presentation on
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Illustration 3. Arabic and English Writing
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Illustration 4.

Q

Philippine Basket
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Illustration 5.

"The Blind Botanist," Ben Shahn
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shape makes use of a more interpretive style.
A brief section of dialogue is used to isolate
the more obvious aspects of the artist's use of shape.
Again, the visuals are relied upon for a detailed example.

Robert Vickrey's painting (Illustration 6 ) , "Stone

Leaves," is examined closely with a series of four slides
that allow viewers to scrutinize small sections of the work
as well as the whole work.

This approach especially is im-

portant when studying works by Vickrey, because of his sensitivity for minute details.
Some practical information also is included in
the presentation.

A slide of a circle and a square (Illus-

tration 7) is shown early in the program to illustrate
the two basic shapes from which all other shapes are derived.

Establishing that point makes docents more alert

to these shapes for the remainder of the production.

Presentation IV:

The final sound/slide presentation

examines the element of color.

Because the museum's col-

lection lacks sufficient examples by artists who experiment
with color, this element is discussed on an instructional
level.

Color is a complex topic that warrants a founda-
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Illustration 6.

"Stone Leaves," Robert Vickrey
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Illustration 7.

Circle and Square
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tion of basic information in order to gain an overall
understanding of its use and effects.
The program introduces elementary color terminology based on the Prang Color System.

Slides of varying

colors of wet tempera paint (Illustration 8) at different
stages of mixing are used in reference to hue, value, and
intensity.

These also illustrate the resulting color.

Our psychological, emotional, and aesthetic response to color is explained briefly.

Warm and cool

colors may cause us to feel warm and cool sensations inwardly because they remind us of substances such as fire
and water.

Certain colors may be associated with different

states of mind and evoke an emotional response.
aesthetic sense may be most affected by color.

Our
This point

is examined in relation to contemporary works of art.

Con-

temporary art often confuses the layman, yet may be appealing because of a pleasing choice of colors.
The symbolic use of color is depicted with a
slide (Illustration 9) of the American flag, the Texas
flag, and the flag of Texas Tech University waving in the
breeze.

Common objects are used because they may be iden-

tified easily by the audience.
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Wet Tempera Series
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Illustration 9.

Flags
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Guidesheet Content
Each sound/slide presentation is accompanied by
a guidesheet containing practical information about the
topic discussed in the program.

These guidesheets are

limited to three single-spaced typed pages and, with the
exception of the introductory program, generally are
uniform in the material they cover.

The content is limited

to four pages because of the type of audience using the
guidesheets.

In my view, briefly stating the elementary

information needed to obtain a working knowledge of the
subject is more useful than offering a complex, detailed
instruction sheet that may be difficult for an inexperienced person to understand.
The introductory guidesheet (Appendix E) is
intended primarily to aid the instructor of the docent
training session.

It explains certain methods of pre-

sentation and also suggests the equipment and type of
set-up needed for those methods.

In addition, it offers

a synopsis of the basic objectives of the presentations
and guidesheets and advises how they should be used.
This kind of approach is important because the person
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conducting the training session may be unfamiliar with
audio/visual equipment and its operation.

A discussion

of the objectives may ensure an instructional format that
remains somewhat consistent.

The introductory guidesheet

also provides a brief introduction for the presentation,
"To See."
The three remaining guidesheets (Appendices F,
G, and H) are designed to concur with each other in organization.

They conform to the sound/slide presenta-

tions in topic but are developed to present more factual
material.

Also, they contain concrete information needed

to gain an overall understanding of design as it applies
to the visual arts and the physical environment.

These

guidesheets on line, shape, and color provide docents with
material intended to clarify and expand on the sound/slide
programs.

The guidesheets may be expanded upon through

galleiry training and slide lectures.

It is recommended

in the introductory guidesheet that lectures have slide
accompaniment to reinforce the visual nature of the topic
and the collection.
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How to Use the Materials
The sound/slide presentations and guidesheets
are intended for use in docent training sessions on art.
They should be used in conjunction with required lecture,
gallery training, and reading to stimulate visual thinking, to develop awareness of the subjects they discuss,
to clarify and study details of objects, and to reinforce
written material and lecture.
The sound/slide programs require the use of
several pieces of audio/visual equipment.

One or two

standard carousel projectors may be needed, depending on
whether a dissolve unit is used.

If a dissolve unit is

not used, black slides should be excluded.
tion may be oral or taped.

The narra-

In either case, it is nec-

essary to follow a script marked with slide cues and time
sequences.

One advantage to an oral narration is that

the audience may interrupt to ask questions.
Guidesheets may be distributed either before or
after the sound/slide program and should be used in a more
detailed discussion.

Because the sheets contain more prac-

tical material, it is suggested that the audio/visual
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presentation be used first to familiarize the audience
with the topic.

An in-depth discussion may follow, using

the guidesheets to expand on the information in the sound/
slide presentation.
The presentations and guidesheets discussed in
this section are available at The Museum, Texas Tech
University.

CHAPTER IV
SUMMARY, CONCLUSIONS AND RECOMMENDATIONS

If museums are to continue expanding their positions as respected environments of learning, they constantly must pursue the development and execution of
high quality interpretive programs.

Excellence in pro-

gramming stems, in part, from well-trained people who carry
out their assigned tasks professionally.

The responsi-

bility for adequately training these people lies heavily
with the museum.
Interpretation is a unique form of communication,
usually unfamiliar to a new docent when she first makes
contact with the museum.

Not everyone has the ability to

be an interpreter, but for those who do, the kind of training they receive may mean the difference between a fruitful museum experience and a less valuable one for both the
visitor and the interpreter.
My experience shows that docents are eager to
create a good impression for the museum visitor.
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They
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genuinely are concerned about their performance and want
to offer an interesting, well-organized tour as well as
project a professional image.

Most docents realize their

important role in the museum's public relations and educational programs.

They are conscientious about doing the

best job they can, but docents may be only as good as
their training.
Therefore, the training docents receive should be
as complete as possible and should conform to the sensory
nature of a museum.

In my opinion, a visual mode of in-

struction should be included to train docents adequately
to interpret museum collections.

The sound/slide presen-

tations and guidesheets developed as part of this thesis
may be one approach to a more thorough means of preparing
museum docents for their job assignments.
The particular area I have chosen for the presentations and guidesheets is art.

However, I believe

these types of materials are suitable for teaching about
any collection within the museum.
Sound/slide presentations need not be used exclusively for docent training.

They can be used as a
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recruiting device for volunteers.

Many museums actively

recruit volunteers from local community service organizations, special interest groups, etc.

An audio/visual

program allows potential volunteers to see the kinds of
work in which they might be involved.

A guidesheet can

be presented in the form of a volunteer application with
a listing of available positions and a brief description
of those positions.
These types of materials would be a valuable
training aid for paid museum staff.

New employees

usually are unfamiliar with standard practices used in
their areas.

Sound/slide programs that give a general idea

of specific daily procedures would be helpful in acquainting new staff members with their jobs.

They also would

be useful for introducing new procedures or as refresher
devices.
Sound/slide presentations and guidesheets would
be useful in any museum tour.

Visuals offer a closer, more

detailed look at objects, and guidesheets can contain
open-ended questions to stimulate a visitor's curiosity.
Ever increasing numbers of museums conduct outreach
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programs aimed at area schools and community groups.
Audio/visual productions could be incorporated in these
kinds of programs.

Not only would productions be useful

for instruction on specific topics related to museum collections, but they also could be used to familiarize
visitors with the museum before a visit.
Audio/visual programming particularly has become
important in the area of museum accessibility for the
handicapped.

Some museums have areas that are difficult

to make accessible to the handicapped.
Tech University, is an example.

The Museum, Texas

The Ranching Heritage Cen-

ter is an historical site that is part of The Museum.

It

is devoted to the interpretation of the history of Texas
ranching.

Many of the historic buildings on the site are

not accessible to the physically handicapped.

Historians

argue that altering the buildings to make them accessible
would destroy their historical integrity.

Sound/slide pre-

sentations that offer a thorough tour of the site are an
acceptable alternative that satisfies all.

Guidesheets

designed to serve as captions for the deaf also would be
helpful.
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The popularity of non-print media is increasing
at an enormous pace.

The advent of motion pictures and

television has caused us to become more visually minded.
Because of the current use of television as a classroom
teaching device, visual instruction may be required for
future museum docents.

Thus, audio/visual modes of teach-

ing will prove to be an important addition to museum docent training programs.
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APPENDIX A:

PRESENTATION I

List of Slides for "To See"
1.

Title slide

2.

Landscape at dawn

3.

Two red tulips—full shot

4.

Two red tulips—middle shot

5.

Red tulip—close up

6.

Red tulip—close up, slightly out of focus

7.

Red tulip—close up, out of focus

8.. Red tulip—close up, slightly out of focus
9.

Red tulip—close up

10.

Black slide

11.

"Side-Wise," drawing by Annette Weintraub

12.

"Side-Wise" —detail

13.

Lichen

14.

Brick wall—perspective view

15.

Grape arbor roof against the sky

16.

Root system

17.

Steer skull

18.

Steer skull—detail
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19.

Steer skull—detail

20.

Steer skull—detail

21.

Tree bark

22.

Tree section

23.

Tree branch

24.

T r e e — f u l l shot

25.

Black slide

26.

Bare branches of a tree silhouetted against the sky

27.

Shadows on wooden slats

28.

Lattice work

29.

Rocks

30.

Seed pod

31.

Black slide

32.

Green plant

33.

Flower

34.

Berries

35.

Ground erosion

36.

Lichen

37.

Tree bark

3 8.

Water

39.

Black slide

40.

Landscape and sky at dawn
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41.

Landscape and sky in morning

42.

Landscape and sky at noon

43.

Landscape and sky in afternoon

44.

Landscape and sky at sunset

45.

Landscape and sky at twilight

46.

Gathering clouds

47.

Building thunderheads

4 8.

Thunderheads

49.

Storm

50.

Horsehead nebula

51.

Vine with shadow

52.

Tree branch silhouette

53.

Rainbow

54.

Sunset

55.

Black slide

56.

Landscape

57.

Desert landscape

58.

Clouds

59.

Leaves

60.

Riverbank scene

61.

Water reflections
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62.

Flower

63.

Seeding flower

64.

Landscape

65.

Black slide
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Script for Presentation I
"To See"

(Pause:

vision.

1
15 seconds)

2
To see—the miracle of

3
As children, all things appear to us bright and

4
5
beautiful, fresh, new.

But as we grow older, the world

6
may become stale with familiarity, and we may pass through
7
it in a blur of indifference.
8
freshness of youth?

How do we recapture the

How can we break through this veil of

9
familiarity and learn to see again?

(Pause:

10
5 seconds)

11
Learning to see, taking time

12
to explore the remarkable beauty of visions, common, (Pause

5 seconds)

13
unique.

point of view.

(Pause:

15
(Pause:

5 seconds)

16
10 seconds)

the surface, to discover the content.
21
Isolating.

(Pause:

22
5 seconds)

14
Finding another

Looking closer, beyond
18
(Pause:

23
Expanding.

19
20
20 seconds)

24
(Pause:

10

64
25
seconds)

Learning to see, becoming aware of the design that
26
forms our environment.

seconds)

(Pause:

28
pure.

10 seconds)

enced.

(Pause:

5 seconds)

32
Colors—rich

Lines—intricate,

5 seconds)

30
joining.

(Pause:

29
Shapes—meeting,

(Pause:

33
5 seconds)

(Pause:

27
10

31
10 seconds)

34
and bountiful.

(Pause:

35
36
37
Textures—outwardly touched, inwardly experi-

38
(Pause:

39
10 seconds)

40
Learning to see, realizing nature's subtle rhythms,
41
(Pause:

42
43 44
30 seconds)

48
20 seconds)

45

46
and awesome power.

47
(Pause:

49

50
To see—finding beauty in every particle of the
51
52
universe and stopping to wonder at that beauty, appreciat53
ing each moment in time for its own unique vision—never
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54
seen before, never to come again.

55
Understanding the wisdom

in the words of an ancient Navajo chant:
56
Beauty is before me
57
Beauty is behind me
58
59
Above me and below me hovers the beautiful
60
I am surrounded by it
61
I am immersed in it
62
In my youth I am aware of it
63
And in old age
64
I shall walk quietly

The beautiful trail.
65

(Babcock, 1973, p. 49)
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APPENDIX B:

PRESENTATION II

List of Slides for "Line"

1.

Title slide

2.

Scribble

3.

Petroglyph

4.

Textile, block print on satin by Sister Remy Revor

5.

" . . . interpreting the symbols of our cultures" written
out

6.

Clay tablet

7.

Arabic writing from the cover of a Koran

8.

Scribble

9.

Child's printing

10.

Child's drawing—detail

11.

Child's drawing—full shot

12.

Figure study, drawing by Pablo Picasso

13.

"Fire Escape," watercolor by George Dombeck—detail

14.

"Fire Escape"—detail

15.

"Fire Escape"—detail

16.

"Fire Escape"—full shot

17.

Black slide
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18.

"Pour Roby," lithograph by Pablo Picasso

19.

"Pour Roby"—detail

20.

"Pour Roby"—detail

21.

Black slide

22.

Cross section of a log

23.

Philippine basket

24.

Philippine basket—detail

25.

Black slide

26.

"The Blind Botanist," lithograph by Ben Shahn—detail

27.

"The Blind Botanist"—detail

28.

"The Blind Botanist"—middle shot

29.

"The Blind Botanist"—full shot

30.

Page from a Koran

31.

Page from a Koran

32.

Cursive writing—detail of "The Blind Botanist"

33.

Cursive writing—detail of "The Blind Botanist"

34.

Tree negative

35.

Tree positive

36.

Windmill

37.

Windmill graphic

38.

Black slide
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39.

Scribble

40.

Black slide
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Script for Presentation II
"Line"

We begin with a line.

1
(Pause:

3
Searching the span of our existence,

2
10 seconds)

(Pause:

4
weaving the structure of our expression,
5
interpreting the symbols of our cultures.

5 seconds)

(Pause:

5 seconds)

6
(Pause:

15

7
seconds)
8
Line—man's simplest form of expression.

Through

9
10
it we have learned to communicate, to convey ideas,
12
10 seconds)
19
(Pause:

13
visions

14
(Pause:

15
16
20 seconds)

17

11
(Pause:

18
emotions.

20
21
15 seconds)
22
23
A line may come to us in graceful waves—calming,

(Pause:

5 seconds)

24
serene.

(Pause:

25
10 seconds)

bound out at us in a flurry of direction.
29
seconds)

27
(Pause:

26
Or it may
28
20

30
It may seek to whisper the secrets of the prophets
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(Pause:

31
32
10 seconds) or the songs of the poets.

seconds)

34
With a line, dream becomes reality,

seconds)

36
idea becomes image.

39
begin with a line.

40

37
(Pause:

(Pause:

(Pause:

38
15 seconds)

We

35
10

33
10
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APPENDIX C:

PRESENTATION III

List of Slides for "Shape"

1.

Title slide

2.

Black slide

3.

Decorative wall

4.

Planetarium, The Museum, Texas Tech University

5.

American Indian rug design—detail

6.

'^Flying Colors '76," lithograph by Alexander Calder

7.

"Stone Leaves," egg tempera painting by Robert
Vickrey—detail

8.

Steer skull—detail

9.

Acorns

10.

Black slide

11.

Circle inside a square

12.

"5 Gouttes No. 3," oil painting by Tschang-Yeul Kim

13.

Geometric wall

14.

Polished piece of wood

15.

Pinwheel pattern quilt

16.

Lattice work—inside looking out

17.

Lattice work—outside looking in

72

18.

Sea shells

19.

Cross section of a log

20.

Large shell

21.

American Indian rug—close-up

22.

American Indian rug—middle shot

23.

American Indian rug—full shot

24.

American Indian basket

25.

American Indian pot

26.

"The Purple Hills," oil painting by Georgia O'Keeffe

27.

"The Purple Hills"—detail

28.

"The Purple Hills"—detail

29.

Black slide

30.

"Untitled No. 3," pastel by Georgia O'Keeffe

31.

"Untitled No. 3"—detail

32.

"Untitled No. 3"—detail

33.

Black slide

34.

"Flying Colors '76," lithograph by Alexander Calder-detail

35.

"Flying Colors '76"—full shot

36.

Calder stabile

37.

Calder stabile—detail
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38.

"Stone Leaves" egg tempera painting by Robert Vickrey

39

"Stone Leaves"—detail

40.

"Stone Leaves"—detail

41.

"Stone Leaves"—detail

42.

"Stone Leaves"—detail

43.

American Indian pot

44.

Quilt

45.

Black slide

46.

Embroidered dress

47.

Embroidered dress—detail

48.

Sculptured jewelry

49.

Woven figure

50.

Clay figure

51.

Black slide

52.

Shells

53.

Black slide

74
Script for Presentation III
"Shape"
1
(Pause:

2
15 seconds)

: the world we live in.

3
Shape is an integral part

Like the pieces of a gigantic

4
azzle, shapes join together to lend structure to our en5
6
Lronment, to identify other eras, artistic movements, and
7
ven the artists who were part of those movements.

8
(Pause:

10
0 seconds)
11
In its purest form, shape comes to us either as a

ircle or as a square.

erive a

From these two basic shapes we may

12
11 other shapes.

13
(Pause:

14
15 seconds)

15
Mechanical

r geometric shapes possess a perfect, hard-edged quality.
16
Pause:

17
10 seconds)

18
Irregularity or variety of shape

uggests a natural origin.

19
(Pause:

20
10 seconds)

21
The art of the American Indian displays a love for
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geometric shapes.

22
Repeated, they form beautiful patterns

23
that guide the eye and create new shapes.

(Pause:

15

25
seconds)
26
Artist Georgia O'Keeffe pays homage to the natural

shapes which are so much a part of her Southwestern home
27
With a sensitivity and appreciation for simplicity, she
28
brings to us the magic of shape.

29
(Pause:

30
31
32
20 seconds)..

33

34
Vibrant shapes dance about in the work of Alexander
35
Calder and reflect one man's fascination with the culture

of childhood.

36
(Pause:

37
10 seconds)

38
Painter Robert Vickrey explores the poetic qualities
39
of shapes we may see as ordinary.

40
(Pause:

43
Shape—it adorns our world.

41
42
20 seconds)

44
(Pause:

45
10 seconds)
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46
It adorns us.
51
10 seconds)

47
(Pause:

48
15 seconds)

49
It becomes us.

52
This is the world of shape.

53

50
(Pause
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APPENDIX D:

PRESENTATION IV

List of Slides for "Color"
1.

Title slide

2.

Chemical slide—multicolored

3.

Wet tempera—orange and blue mixing

4.

Applique

5.

Puebla Indian, handwoven quechquemtl—detail

6.

Flags

7.

Flag—close-up

8.

Black slide

9.

Yellow circle

10.

Yellow and red circles

11.

Yellow, red, and blue circles

12.

Color wheel—primary and secondary colors

13.

Color wheel—primary, secondary, and tertiary colors

14.

Value scale

15.

Wet tempera—black, white, and yellow

16.

Wet tempera—black, white, and yellow in first stage
of mixing

17.

Wet tempera—black, white, and yellow in second stage
of mixing
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18.

Wet tempera—black and yellow mixture

19.

Wet tempera—white and yellow mixture

20.

Intensity scale

21.

Wet tempera—orange and blue

22.

Wet tempera—orange and blue in first stage of mixing

23.

Wet tempera—orange and blue in second stage of mixing

24.

Puebla Indian, handwoven quechquemtl—detail

25.

Batik design

26.

Chemical slide—multicolored

27.

"Phenomena Shot in the Dark," watercolor by Paul Jenkins

28.

Batik design

29.

Fire

30.

Sun

31.

Child's drawing of the sun

32.

Hand-dyed cloth—detail

33.

Clouds against the sky

34.

Cloud formations

35.

Reflections in a pond

36.

Sky

37.

Stormy sky

3 8.

Chemical

slide—multicolored
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39.

Chemical slide—yellow

40.

Chemical slide—yellow

41.

Chemical slide—blue

42.

Chemical slide—blue

43.

Chemical slide—blue

44.

Chemical slide—red

45.

Chemical slide—red

46.

"Phenomena Shot in the Dark," watercolor by Paul Jenkins

47.

"Phenomena Shot in the Dark"—detail

48.

"Phenomena Shot in the Dark"—detail

49.

"Phenomena Shot in the Dark"—detail

50.

"Quincunx," acrylic by Paul Hanna—detail

51.

"Quincunx"—detail

52.

"Quincunx"—middle shot

53.

"Quincunx"—full shot

54.

Red tulips

55.

"Strawberiry Peak and Magdalena Range West of Socorro,
New Mexico," oil painting by Wilson Hurley

56.

Traffic signal

57.

Puebla Indian, handwoven quechquemtl—detail

58.

Handwoven quechquemtl—detail

59.

Black slide
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Script for Presentation IV
"Color"

(Pause:

1
10 seconds)

2
Color—no other element of

design has so fascinated mankind.

We have made intense

4
study of it, believed it to possess magical powers,
5
embellished ourselves with it.

symbolize our loyalties.

6
We have even used it to
7
5 seconds)

(Pause:

8
To discover the secrets of color we must, first,

come to know the language of color.

color.

9
Hue—the name of a

10
11
Yellow, red, blue—these are called primary colors

12
because to make all other colors, we need these three.
13
(Pause: 5 seconds)
15
color.

16
(Pause:

14
Value—the lightness or darkness of a

17
18
25 seconds)

21
or dullness of a color.

19

22
(Pause:

20
Intensity—the brightness
23
20 seconds)

24
Of all the elements of design, we are most sensitive
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to color.

25
It causes us to respond psychologically, emotion-

27
ally, aesthetically.

(Pause:

5 seconds)

28
Reds, yellows, and oranges warm us like the glow of
29
a winter fire

(Pause:

5 seconds)

sun on a summer's afternoon.

30
or the brightness of the

(Pause:

31
10 seconds)

32
Greens,

blues, and violets bring to us the cooling sensations of
33
air,
36
sky.

(Pause:

34
10 seconds)

(Pause:

37
10 seconds)

35
water,

(Pause:

5 seconds)

38
These colors may also express states of mind.
39
may think of yellow as happy or optimistic.

seconds)

41
Blue might recall sadness,

44
red can appear disturbing.

(Pause:

(Pause:

42
(Pause:

or

We
40
10

43
15 seconds)

5 seconds)

46
Our aesthetic sense may be most affected by color.
47
While we may wonder at the style of a certain work of art.

and

82
48
we may still be attracted to it by its pleasing color rela-

tionships.

49
(Pause:

50
51
20 seconds)

52

53
Our environment is a kaleidoscope of color.

54
It

55
touches every part of our being, fulfills our need for
56
pleasure, and provides us with information in our daily

existence.

57
58
59
Color—the most wondrous element of design.
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APPENDIX E:

INTRODUCTORY GUIDESHEET

The presentations included in this series are
intended to provide a basic knowledge of design that may
be expanded upon through lecture, preferably with slide
accompaniment to reinforce visual awareness. Gallery
training will instruct further the audience in the application of the elements of design with regard to the museum
collection.
The goal of these presentations is to heighten
audience visual awareness of design within both the museum collection and the physical environment. The materials for these programs are on file in the Education
Division, The Museum, Texas Tech University.

Presentation I
The introductory presentation should be used to
develop an awareness of design as it relates to the physical environment. It suggests various methods of viewing products of the environment, with the purpose of
assisting the viewer overcome indifferent attitudes
toward common objects. In essence, the objective of the
program is to teach the audience how to see.

Methods of Presentation
Listed below are suggested methods of presentation and the equipment needed for those methods.

Slide/Tape - Two-Projector Dissolve

Equipment needed
two projectors
two slide trays
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a two-projector dissolve unit
a reel-to-reel tape player

Set-up
This type of set-up allows the operator to fade in
one image while fading out another image, thus creating a
smooth, more pleasing transition between visuals. The
dissolve unit alternates the projector lamps, fading on one
as the other fades off. Because the projectors switch from
one to another, the slide trays must be loaded accordingly.
When using a dissolve method of presentation, the easiest
means of loading the trays is to number the slides in
sequence and then place the odd-numbered slides in one
tray and the even-numbered slides in the other.
It is important to note that black slides are
needed when making a transition from a horizontal to a
vertical image. To make black slides, cut out squares of
poster board the size of the slide mounts or cover the
framed area of a discarded slide with black plastic tape.
Before the presentation, line up the projectors
so that the projected images are aligned over one another,
thus creating one image. This may be done by making
various adjustments in the projectors' positions.
Taping the program's narrative offers the advantage of a more pleasurable listening experience,
especially when background music is included. A sound-onsound program also provides more emotional impact. It
frees the instructor to concentrate on operating the equipment according to the slide cues listed in the script.
A reel-to-reel tape is suggested for recording the
narration; however, it is possible to use either cassette
or 8-track tape. Another option is to give the presentation
orally.
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Slide/Oral - One Projector
Equipment needed
one projector
one slide tray
microphone (optional)

Set-up
A one-projector presentation is less complicated
to set up than the dissolve method. The slide tray is
loaded with the slides in sequence. The projector flashes
the image on the screen rather than fading in the visuals.
Oral narration allows the audience to interrupt
for questions and the instructor to expand on certain
points at length. A taped program does not offer this advantage. It is possible, however, to use a sound-on-sound
tape with this method.
It is helpful to have a script at hand, even with
an oral presentation. Scripts assist the instructor in
anticipating visuals and narration.

Recommended Readings
Kenny, Michael F. and Schmitt, Raymond F. Images, Images,
Images New York: Eastman Kodak Co., 1979.
Moore, Janet Gaylord. The Many Ways of Seeing: An Introduction to the Pleasures of Art. Cleveland: The
World Publishing Co., 1968.
Canaday, Katherine H. Keys to Art.
Piablishing Co., 1962.

New York:

Tudor
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APPENDIX F:

GUIDESHEET FOR LINE

A line is a mark made by a tool or an instrument
as it is drawn across a surface. It is one of man's most
useful inventions. Throughout history, line has remained an
important means of communication, in both symbolic and literal terms. Ancient pictographs offer evidence of important events that occurred in early civilizations. The exquisite manuscripts of the Middle Ages indicate man's desire
to record his thoughts and ideas. He did so with elaborate,
flowing lines connected and shaped to create words.
Today, we depend heavily on line to make sense of
our daily existence. Newspapers, magazines, street signs,
and billboards interpret information through lines in the
form of numbers and letters. This information helps us to
function, educates us, and promotes further better relations
between us.
The artist uses line in a more subjective way.
Depending on its appearance, line may be used to suggest
various emotional states, to symbolize a visual idea or
simply to decorate a surface.
While line is found in nature, it is a man-made
product. It is man's own unique form of expression. Through
line, man makes known his thoughts and ideas, both visual
and literary.

Categories of Line
Generally, lines fall into three basic categories
straight, curved or a combination of the two. All lines
are variations on these three categories.
Straight

/VW

Curved

Combination

87

Physical Characteristics of Line
The physical characteristics of line are type,
direction, measure, and character.
Types
etc. A line's
sponse to it.
wavy lines are

of lines include straight, curved, angular,
type has much to do with our emotional reFor example, zigzags create excitement, while
calm and restful.

Direction is the point or region toward which the
line is aimed. Horizontal, vertical, and diagonal are
directions that lines take. Direction also influences the
emotional quality of a line. Horizontals suggest calmness.
Vertical lines appear active and strong. Diagonals are
exciting.
Measure has to do with
line. A line's length or width
direction. A wide angular line
narrow one of that type. After
width, it will become a shape.

the length or width of a
also affects its type and
is more forceful than a more
a line reaches a certain

Character is the "look" or quality of a line. To a
large extent, the character of a line is determined by the
medium with which the line is created. For example, charcoal lines have a softer edge than a line made with pen and
ink.

Five Purposes of Line
To create shape

- A line may outline a
shape by bringing the
ends together or by
repeated lines.

To create pattern

- The repetition of a
line may become a
pattern
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To create movement

Various directions and
patterns of line may be
used to imply movement.

To divide space

Space divided equally
has a monotonous quality.
An irregular division of
space generally is more
exciting and interesting.

To create an optical il1usion

Lines may be placed in
such a way as to "fool
the eye." Thus, the
image may be different
from what it appears to
be.

Inspiration for Line
Suggestions of line may come from two different
sources: natural and man-made.
Natural

Man-Made

spider webs
butterfly wings
tree branches
veins in a leaf
cracks in mud
skeletons
fossils
woodgrain

telephone wires
bicycle spokes
tire tracks
picket fences
windmill blades
electrical poles
road maps
bird cages

Re commended Readings
Anderson, Donald M. Elements of Design. New York
Rinehart & Winston, 1961, Chapter 4.

Holt,

Beitler, Ethel Jane and Lockhart, Bill. Design for You. New
York: John Wiley and Sons, Inc., 1961, Chapter 3.
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Bevlin, Marjorie Elliott. Design Through Discovery. New
York: Holt, Rinehart & Winston, Inc., 1970,
pp. 28-32.
Evans, Helen Marie. Man the Designer. New York:
Macmillian Company, 1973, pp. 20-23.

The

Ocvirk, Otto G. , Bone, Robert 0., Stinson, Robert E. and
Wigg, Philip R. Art Fundamentals: Theory and
Practice. Dubuque: Wm. C. Brown Company,
Publishers, 1960, Chapter 4.
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APPENDIX G:

GUIDESHEET FOR SHAPE

Shape is an area on a surface that may be differentiated by a particular contour, color, value or texture
and that also has measurable dimensions.
The artist may use shape realistically, abstractly
or non-objectively. Certain artistic movements have been
distinguished by the use of a certain kind of shape. For
example, the Cubist Movement of the early twentieth century
is named for the dominant shape that appears in the work of
the artists who followed its philosophies.
Shape may suggest emotional qualities just as a line
does. Angular shapes imply stability or rigidity. On the
other hand, rounded or curved shapes produce a feeling of
warmth and pleasure.
The world in which we live is rich with shape,
both natural and man-made. We may use it to gain information, as in the case of the octagonal shape of a stop sign.
We also may base a decision on its aesthetic qualities. For
example, we may decide to purchase a particular kind of
sports car because of its pleasing shape. Wherever we look,
shape is a dominant part of our world.

Categories of Shape
There are two basic categories of shape: a circle
and a square. All other shapes are derived from these two.
Circle and Variations

Square and Variations
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Physical Characteristics of Shape
There are three types of shape: realistic, abstract, and non-objective. The non-objective type may be
divided into two sub-types: geometric and free-form.
Realistic shapes easily are recognizable because
they are portrayed as they appear in life.
Abstract shapes usually are inspired by nature, but
their appearance suggests a man-made origin. This kind of
shape is altered through simplification or rearrangement, but
we still may be able to recognize it for what it is.
Non-objective shapes do not relate to any recognizable form. They are divided into two sub-types: geometric and free-form.
Geometric shapes have a perfect, hard-edged
quality that suggests they are mechanically or
man-made.
Free-form shapes display variety and irregularity, which indicates a natural origin.

Inspiration for Shape
Natural

Man-Made

seashells
eggs
feathers
stones
seeds
nuts
leaves

windows
buildings
cars
bricks
furniture
quilts
machinery
Recommended Readings

Anderson, Donald M.

Elements of Design.

New York:

Holt,
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Rinehart & Winston, 1961, Chapter 6.
Beitler, Ethel Jane and Lockhart, Bill. Design for You. New
York: John Wiley and Sons, Inc., 1961, Chapter 4.
Bevlin, Marjorie Elliott. Design Through Discovery. New
York: Holt, Rinehart & Winston, Inc., 1970,
pp. 37-43.
Evans, Helen Marie. Man the Designer. New York:
Macmillian Company, 19 73, pp. 24-26.

The

Ocvirk, Otto G. , Bone, Robert 0., Stinson, Robert E. and
Wigg, Philip R. Art Fundamentals: Theory and
Practice. Dubuque: Wm. C. Brown Company, Publishers, 1960, Chapter 5.
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APPENDIX H:

GUIDESHEET FOR COLOR

The artist frequently uses color in the form of
pigment. Pigment is derived from animal, vegetable, mineral
or synthetic material. A large portion of this guidesheet
is based on the Prang Color System, with reference to pigment.
We are more sensitive to color than to any other
element of design. It has the ability to evoke an immediate
response. Based solely on its color relationships, we may be
drawn to or repelled by a work of art. Certain colors may
remind us of different states of mind. Red generally is
viewed as a disturbing color, yellow is optimistic, and blue
may be associated with sadness. Color even directs our lives
For example, traffic signals command us through colors.
Wherever we turn in our environment, we respond to color.

Categories of Color
Colors are divided into categories based on their
relationship to each other on the color wheel (page 9 3).
Some categories of color include primary colors, secondary
colors, tertiary colors, complimentary colors, analogous
colors, warm colors, and cool colors.
Primary colors are red, yellow, and blue. These
colors are referred to as primary because all other colors
are derived from at least two of them.
Secondary colors include orange, violet, and green.
These colors are made by mixing any two of the primary colors
red + yellow = orange
red + blue = violet
blue + yellow = green
Tertiary colors, yellow-orange, red-orange, redviolet, blue-violet, blue-green, and yellow-green,' are de-
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rived by mixing one primary color with an adjacent secondary
color.
red + orange = yellow-orange
red + orange = red-orange
red + violet = red-violet
blue + violet = blue-violet
blue + green = blue-green
yellow + green = yellow-green

Color Wheel

yellow
yellow-green

green

blue-green

jL

"T"

blue

V

blue-violet

yellow-orange

/

\

A

A^ orange

X

L

\

\'

^^^

"T" red-orange

V

red

red-violet

violet

Complementary colors are opposite each other on
the color wheel. Red is the complement of green, yellow
is the complement of violet, and blue is the complement of
orange. These colors have the greatest degree of contrast
between each other. Thus, when viewed together, they make
each other appear brighter.
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Analogous colors are colors adjacent to each other
on the color wheel.
All the colors on the wheel may be grouped into one
of two final categories—warm colors or cool colors. Red,
yellow, and orange colors are considered to be warm because
they remind us of the sun or fire. Colors mixed from blue,
green or violet may bring to mind the sky, air or water and,
therefore, fall under the category of cool colors.

The Physical Characteristics of Color
The physical characteristics of color include hue,
value, and intensity.
Hue refers to the name of the color, such as red or
yellow.
Value has to do with the lightness or darkness of
a color.
Intensity is in regard to the brightness or dullness of a color.

Inspiration for Color
Our environment is saturated with color. In every
direction we turn, we are faced with color. Thus, our inspiration for color is the total environment.

Recommended Readings
Anderson, Donald M. Elements of Design. New York: Holt,
Rinehart & Winston, 1961, Chapters 14, 16 and 18.
Beitler, Ethel Jane and Lockhart, Bill. Design for You.
New York: John Wiley and Sons, Inc., 1961,
Chapter 6.
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Bevlin, Marjorie Elliott. Design Through Discovery. New
York: Holt, Rinehart & Winston, Inc., 1970, pp.
35-37.
Evans, Helen Marie. Man the Designer. New York:
Macmillian Company, 19 73, pp. 40-4 7.

The

Ocvirk, Otto G. , Bone, Robert 0., Stinson, Robert E. and
Wigg, Philip R. Art Fundamentals: Theory and
Practice. Dubuque: Wm. C. Brown Company,
Publishers, 1960, Chapter 8.

