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CHAPTER I
INTRODUCTION
A museum can be a unique environment for teaching many subjects if
the museum educator has established a philosophical framework which
outlines specific criteria to be followed during the development and
implementation of museum education programs.

Initially certain salient

factors need to be identified and considered for inclusion within the
constructed framework.
When teaching in a museum setting, the unique qualities of the
museum environment must be considered.

This environment, like all new

environments, must be explored, and its functions learned before a
person feels comfortable and thus receptive to the information
presented there.

The special vehicle for learning this information in

a museum is the authentic object, whether it is a specimen or an
artifact.

The preservation of these authentic objects is the museum's

purpose.

It is, therefore, essential that the object be at the center

of the museum education experience.
Objects, which are collected, cared for, and exhibited in the
museum, are the tangible evidence of mankind and his surroundings.
Specimens present the natural world, asking the viewer to respond to
that world of which he is a part.

Artifacts present a variety of human

reactions to and interactions with the world and with other human
beings.

Presented in an interdisciplinary and humanistic manner, these

objects invite the viewer to explore, participate in, and gain a deeper
understanding of the human experience.
Teaching in a museum setting requires knowledge of the museum
field, as well as knowledge about the field of education.

A museum

educator untrained in educational methodology often views the museum
learner as an empty vessel waiting to be filled with facts and figures.
This is not enough.

Appropriate instructional strategies for learners

of different ages and backgrounds must be incorporated into the museum
education program.

This blending of "museums" and "education" into the

field of "museum education" takes careful planning to assure that each
one's identity and integrity is maintained in the blending process.
Consideration must also be given to the selection of the content
to be taught in the museum setting.

Selection of content depends on

the type of museum, its collections and exhibits, and upon which topic
or topics the museum education program focuses.
A museum is a unique learning environment, an often unfamiliar
space where objects and ideas can be explored and disciplines freely
crossed.

By identifying and focusing on this uniqueness, museums can

play an exciting and vital educational role.

However, the complexity

of integrating the two fields of museums and education, and then
effectively teaching a subject area, points to the necessity of a
framework to serve as a guide during this multi-faceted process.

The

framework should take into consideration the unique attributes and
special needs of the museum environment and at the same time be based
on effective educational methodology.

It is out of the careful

integration of museums and education that the successful teaching of a
subject area in a museum setting emerges.
Rationale
Museum professionals in America have long recognized the
educational responsibilities of museums.

As early as 1786, Charles

Willson Peale's privately owned and operated museum in Philadelphia
was organized very differently from the elite European museums.

In

his book Museum Masters: Their Museums and Their Influences, Edward
Alexander (1983) described Peale's early influence on education in
museums:
Peale also had a keen sense of humor and tried
to make his museum fun to visit. He devised
stimulating exhibits, including habitat settings
for his birds; he showed live animals . . . and
staged demonstrations . . . he had set a pattern
for American museums, with emphasis upon
exciting exhibits and popular participatory
educational activities, (p. 5)
In more recent times, John Cotton Dana in 1909 founded the Newark
Museum Association which operated under the same public service
philosophy as that of the public library.

Alexander stated:

A constant stream of community and school
groups came to the museum, and objects,
exhibits, labels, leaflets, lantern slides,
and museum staff went to the schools and
to all kinds of community organizations.
(Alexander, 1983, p. 10)
Museum education has a long history of development; however, a
relatively new "across-the-board" emphasis on museum education has been
witnessed over the last 15 years.

The Tax Reform Act of 1969

officially designated museums as educational institutions.

Also in
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1969 the American Association of Museums published America's Museums:
The Belmont Report which represented a concerted effort by museum
professionals to articulate the museum world's requirements for
survival and growth and to build a case for federal support.

The

educational role of museums in America was propelled to the forefront
as reflected in the summary of America's Museums: The Belmont Report
in declaring that,
the times call for a sharp increase in the
educational and cultural opportunities which
museums are uniquely equipped to provide. . . .
The relationship of museums to the educational
system begins at the preschool age and continues
up to and beyond the Ph.D. level. . . . A museum
can stretch the mind as well as engage the
emotions. (American Association of Museums [AAM],
1969, pp. v-vii)
The resulting increased emphasis over the past 15 years on
educational programming from within museums has been surpassed only by
the increasing demands for more educational programs from the outside.
Out of this rapid growth arose the need for museum educators to reflect
on the directions already taken, to define their educational
philosophy, and to set a strict course for program implementation.
The demands for more public programming, the continued growth of
education within museums and the need for self-direction continue to
exist in 1986. This statement was supported by the most recent and
extensive study conducted by the American Association of Museums.
Beginning in 1982, the American Association of Museum's Commission on
Museums for a New Century, comprised of 24 museum professionals,
embarked on a two-year study.

During that time public forums were held

across the country and countless interviews with museum and non-museum
professionals were held.

As a result, Museums For a New Century was

published in late 1984.
The Commission identified seven conditions in museums that needed
to be approached with fresh insights.

One of the conditions identified

was the need to improve educational programs within museums.
Museums have not realized their full potential
as educational institutions. Despite a
longstanding and serious commitment to their
function as institutions of informal learning,
there is a troublesome gap between reality and
potential that must be addressed by policy
makers in education and museums. (AAM, 1984, p.28)
There were, no doubt, many factors that contributed to the
inability of museums to reach their full potential as educational
institutions.

One factor in particular that this study identified and

addressed was the basic problem of the unsuccessful integration of
"museums" and "education."
Although the situation has been gradually changing, in the past
most museum people who were charged with the responsibility of
providing education programs for the public were not trained in
education.

Frequently they were curators trained in museology and a

particular discipline such as art history, who were unaware of
effective and well developed educational methodology.

The programs

they developed were characterized by inappropriate methods of
presenting information and a general lack of understanding regarding
the learning needs of children.

Matthai (1974) suggested:

Museum educators should, in order to make
their practices more professional, take steps
to learn more about what the educational

•^^.™!»m^»v

'establishment' has to offer in the areas of
teaching techniques, curriculum development
and research on how children learn, (p.10)
On the other hand, when outside educators who were trained in
education, but knew nothing about the museum's purpose and functions,
imposed their teaching methods on the museum setting, the results were
usually just as undesirable.

When the unique qualities of the museum

were ignored, the museum became nothing but an inappropriate extension
of the classroom, e.g., studio art classes without gallery visits.
When sound museum practices were ignored, the programs became
counterproductive to the very purpose of the museum, e.g., unstructured
and unrestricted experiences which jeopardized objects.

Rhodes (1978)

concurred with, "the museum educator has the responsibility of creating
exhibits and programs which communicate and educate the public but must
at the same time consider the needs of the entire museum" (Rhodes,
p. 86).
There was a need for a teaching model based on specific criteria
which took into consideration the unique attributes and special needs
of the museum environment and was at the same time based on sound
educational methodology.

This notion was encouraged in Museums For a

New Century when the Commission members said, "We believe a new
approach to learning in museums must be developed, one that does
justice to the unique learning environment they provide" (AAM, 1984,
p. 59).
Another factor that contributed to the inability of museums to
reach their full potential as educational institutions was the lack of
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literature on why museums teach the way they do. There was much
written on what was taught and how it was taught in museums, but little
existed on the framework from which the "what" and "how" emerged.
In a Computer Assisted Search of the database ERIC, conducted by
the author in July of 1986, using the descriptors "museums" and
"teaching models," not one reference was found.

A computer search of

dissertation abstracts, recorded from 1861, resulted in the location of
one dissertation specifically on the subject of a teaching model in
museums entitled "The Museum as a Learning Environment: A Model For
The Analysis and Planning of Museum Education Programs" (Rhodes, 1978).
In the dissertation abstract, Rhodes (1978) stated that, "the model
proposed is intended to facilitate the planning and evaluation process
in the museum as well as integrating educational theory into museum
education" (p. 1).
After careful review of the Rhodes dissertation, it was found that
the proposed model dealt with the mechanical aspects of program
development as opposed to any philosophical aspects. The model was
basically a chart of duties and responsibilities of the staff of a
museum with emphasis on external influences and input from the
community and other educational institutions.
In an attempt to find more literature that would be relevant to
this professional problem, the computer search was expanded.

The

descriptors "learning modules," "teaching methods," and "curriculum"
were added.

Sixty-eight additional references resulted through ERIC

and 26 more dissertation abstracts were found.
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A review of these 94 items showed that over half of the references
were completely unrelated to this professional problem.

The remaining

47 references were also reviewed, and it was found that the
overwhelming percentage dealt with the mechanics of a particular
program and the description of the instructional strategies used in
that program.

For example, "Model for the Development of Inquiry-

Oriented Social Studies Materials Using Community Resources as Learning
Laboratories" (Sebolt, 1969) described the use of Old Sturbridge
Village as a field laboratory for students. The course content,
behavioral objectives, teacher background materials, and inquiry
teaching strategies were described, but there was no mention of an
overall framework out of which these teaching strategies and
activities grew.
Most of the remaining entries dealt with the testing of a
particular teaching methodology used in a museum situation, such as
"Effects of Novelty-Reducing Preparation on Exploratory Behavior and
Cognitive Learning in a Science Museum Setting" (Kubota, 1985).

This

dissertation concluded that previsit preparation aided in the amount of
learning experienced by children when visiting a museum.

A few entries

dealt with aspects of program development such as one entitled,
"Curriculum in Museums" (Beer, 1985), where nine curriculum elements
(goals and objectives, materials, content, learning activities,
strategies, evaluation, grouping, time, and space) were studied from
the perspective of museum curators and visitors.

Beer (1985) concluded

that curators and visitors made little attempt to evaluate displays or

the learning that resulted from them.

A model to study non-school

educative institutions' curriculum configurations was developed.
One other entry was of particular relevance to this professional
problem.

"Development and Implementation of Educational Programs in

Selected History Museums and Suggested Practices for Future
Programming" (Harrison, 1980), found that there were no published
guidelines used to aid in program development and delivery.

Although

this study was conducted in only twelve history museums, it supported
the statement that the field of museum education lacked specific models
for teaching in a museum setting.
The conclusions drawn From the findings of the literature search
were supported by the Commission's observation in Museums For a New
Century.
Although museums are plainly institutions of
object-centered learning and there is interest
among educators and administrators alike in
formulating museum learning theory more
clearly, there is no accepted philosophical
framework. Discussions invariably focus on
the nuts and bolts of programming. (AAM, 1984,
p. 57)
A very recent report, written by Elliot Eisner and Stephen Dobbs
at the request of the Getty Center for Education in the Arts, also
supported these conclusions.

One of the main concerns identified

throughout the report by Eisner and Dobbs was the need for an
intellectual foundation for the field of museum education.
Dobbs (1986) stated:
They [museum educators] need to have conceptual
frameworks that will provide more than what is
now secured through direct, practical experience.

Eisner and
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Without such frameworks, without adequate
research, and without a theoretical background
relevant to their work, the position and
influence of museum educators is likely to
remain marginal rather than central, (p. 82)
Just because there was a lack of available literature on the
subject of a model for teaching in a museum setting, this did not
necessarily justify a need.

However, when a recognized professional

organization such as the American Association of Museums puts forth as
a serious concern the fact that museum education had no accepted
philosophical framework, which was supported by a report commissioned
by the Getty Center for Education in the Arts, coupled with this dearth
of literature, the need for further study was justifiable.
It is believed that the model presented here will encourage the
exploration and development of other effective models which are based
on the philosophical foundation of museums and are created expressly
for use in museums.

It is important that models for teaching in a

museum setting reflect the philosophical foundation of museums, as the
museum's educational function grows from the philosophy in which
America's museums are firmly based.

The review of literature in

Chapter II substantiates this.
Statement of the Professional Problem
The professional problem undertaken develops a model for teaching
in a museum setting.

The proposed model consists of three components:

(1) the museum component; (2) the education component; and (3) the
subject area component.
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The museum component contains three essential elements that remain
the same regardless of subject area. The education component is
integrated with the museum component at all times, but the
instructional methodology narrows to the specific field when the
subject area is chosen. The subject area component changes depending
on the type of museum, its collections and exhibits, and the museum
education program topic chosen.

Because of the changeable third

component, the model is adaptable to all types of museums (as defined
in this paper) and can be used as a framework for teaching many
subjects.
A program based on the model was implemented and tested in a
museum environment using, at times, art education as the education
component and art appreciation as the subject area component.

Over a

period of one year, 500 sixth and seventh grade students enrolled in
the Allegheny Intermediate Unit's Gifted and Talented Program in
Pittsburgh, Pennsylvania, participated in a museum education project
entitled, "Humanities Through Art," conducted in the Carnegie Museum of
Natural History and The Museum of Art, Carnegie Institute.
As reported in the Narrative Report of Accomplishment submitted to
the National Endowment for the Humanities (funding for the Project was
from NEH) by the Allegheny Intermediate Unit and Carnegie Institute in
March of 1979:
Paralleling the implementation of the
Humanities Through Art Project has been the
development and testing of a philosophical
approach to teaching in museums. A
specific set of criteria was outlined and
applied . . . forming the philosophical
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base for the development of a teaching model
in museums.

(Allegheny Intermediate Unit, p. 30)

Based on staff observation and evaluation, conducted with a variety of
instruments, the model was refined and clarified into its present form.
Limitations of the Professional Problem
1. The focus of this professional problem was on the development of an
overall framework, which was compatible with museum philosophy and
out of which content selection, instructional strategies, and
activities emerged.

This professional problem did not explore the

processes of developing appropriate instructional strategies and
activities and other mechanical aspects of the curriculum's
development.
2. The rationale stated the need to integrate museums and education
within a specific framework in order to provide sound education
programs in museums.

Art appreciation, as a part of the overall

field of art education, was the Subject Area Component chosen to
demonstrate this model.

Studio art, as a part of the overall

field of art education, was not discussed in this paper.

It was

recognized that the studio experience is an integral part of
developing artistic awareness, but that these participatory
experiences are usually more effectively carried out in the
traditional classroom environment under the direction of a
certified art teacher.
3.

Although the museum can serve as an educational and recreational
setting for people throughout their lives, this professional
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problem focused on the application of the model on school age
children, in particular sixth and seventh grade students, in
structured learning situations. The areas of adult education and
family museum experiences were not discussed, although it is
believed that the basic approach proposed by the model could be
applicable to most museum experiences.
4.

Because the "Humanities Through Art" Project was a pilot program,
there was a need to limit the population to a manageable size.
Students already grouped and scheduled into the Gifted and Talented
Program served as the pilot group.

Even though the special

characteristics and needs of the gifted student were considered in
the teaching methodology, it was not the intent of this
professional problem to discuss and explore further the gifted
child.

The model is in no way limited to use with gifted students

only.
5. The professional problem was developmental in that it presented an
effective approach for teaching in a museum setting.

It was not

experimental as it did not attempt to prove that it was a unique
approach or that it was a more effective approach than any other.
Definition of Key Terms
1.

Model--A framework.

A basic arrangement, form, or system.

2.

Museum--A museum is a permanent, nonprofit organization,
essentially educational or aesthetic in purpose, which collects,
owns, and cares for tangible objects and exhibits them to the
public on a regular basis.
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3.

Museum Education—Exhibits, lecture series, publications, special
events, self-guided and guided tours are all activities which fall
under the general heading of museum education.

In this

professional problem, the term museum education was used to
describe structured learning activities in the museum conducted by
a museum educator, teacher, or docent.
4.

Art Appreciation--Art appreciation is the result of gaining
knowledge of art (cognitive) and a deeper understanding about art
(affective) through the systematic processes of looking at and
talking about the aesthetic qualities of works of art (art
criticism) coupled with learning the historical, cultural and
social aspects about works of art and the artists who created them
(art history).

When the viewer is armed with cognitive knowledge

and affective understanding (ideas and feelings) derived from both
the art criticism and art history processes, he can draw
intelligent conclusions and make meaningful decisions about art
that lead to his own appreciation of art.

CHAPTER II
MUSEUMS AND MUSEUM EDUCATION
Literature that traced the historical development of museum
education and how that history influenced current trends in the museum
profession was reviewed.

This historical review of the evolution of

museum education was essential to the development of the museum
component of the proposed model for teaching in a museum setting.
A broad understanding of the history of the field of museum
education was a prerequisite to the development of an educational
philosophy for that field.

It was from this philosophical base that an

effective framework or teaching model was built.
History of Museums
Over the years, the question "What is a museum?" has conjured up a
diversity of images.

In the publication Museums and Education, Richard

Grove may have summed it up best with the following description:
A hospital is a hospital. A library is a library.
A rose is a rose. But a museum is a Colonial
Williamsburg, Mrs. Wilkerson's Figure Bottle
Museum, the Museum of Modern Art, the Sea Lions
Caves, the American Museum of Natural History,
the Barton Museum of Whiskey History, The
Cloisters, and Noell's Ark Chimpanzee Farm and
Gorilla Show. (1968, p. 79)
Richard Grove's description has illustrated the complex, often
confusing, network of identities that museums have possessed.

The

development of museums from an historical perspective has illuminated
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the reasons why and has shed some light on why museums have chosen to
function the way they have.
The first documented museum was established in ancient
Alexandria in about 290 B.C.

Ptolemy I established a center of

learning dedicated to the muses. The term "museum," or house of the
muses, came from the Greek word "mouseion."

The concept of the museum,

however, was to some degree a legacy of Aristotle, who had a school in
Athens from 335-323 B.C. that was founded in the belief that knowledge
must be based on the direct observation of nature (Burcaw, 1983,
pp. 17-13).
After the Greeks, museums as such disappeared for hundreds of
years.

Museums reemerged in Europe in the 17th and 18th centuries as

private collections of curiosities of art and nature and became a
popular hobby of the wealthy.
"cabinets of curiosities."

These museums were often referred to as

Their emphasis was on the entertainment

value of an object that, because of its strangeness or rarity, gave the
viewer a thrill.

Clearly, this idea was the basis for carnival side-

shows, wax museums, and snake ranch museums (Burcaw, 1983, pp. 18-19).
These early museums were not open to the public.

Only the friends

of the wealthy owner were admitted, hence the original basis for the
notion that museums were elitist establishments.
European museums allowed the public to enter.

Gradually some

In her book Museums: In

Search of a Usable Future, Alma Wittlin (1970) cited a notice signed by
a noted collector which appeared in English newspapers in 1773.

This

notice, clearly demonstrating how public admittance was really viewed,
said:
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This is to inform the Publlck that being tired
out with the insolence of the common People,
who I have hitherto indulged with a sight of my
museum, I am now come to the resolution of
refusing admittance to the Lower class except
they come provided with a ticket from some
Gentleman or Lady of my acquaintance. . . .
They will not be admitted during the time of
Gentlemen and Ladies being in the museum. If
it happens to be inconvenient when they bring
their ticket, they must submit to go back and
come some other day. (p. 76)
Between the late 18th century and the early 19th century, public
museums began emerging worldwide.

According to Wittlin (1970), "the

transformation of private collections into public museums, and the
establishment of new museums, were symptoms of the acceptance by
society of expanding human rights" (p. 81). Nowhere was that more
evident than in the United States.

Nathaniel Burt (1977) described it

this way:
The American museum was and is an idea. The
European museum was a fact. Almost without
exception the European museum was first a
collection. With few exceptions most American
museums were first an ideal. . . . Almost
without exception the larger American museums
began with a deliberate appeal to the public. .
. . The American museum began, and has remained,
wide open. (p. 14)
For various reasons American museums have always involved the
public.

Whether museums were developed for purely scholarly pursuits

as originated by Aristotle, or as cabinets of bizarre curiosities
promoted by wealthy Europeans, or somewhere in between, is examined in
the next section.

18
Public Museums in America
By looking more closely at the historical development of public
museums in America from their early beginnings in the late 1700s, the
growth and development of the educational function of museums can be
seen.

From their earliest days, museums in America have embraced a

public education role. This educational role has evolved and can
perhaps best be described as a continual increase in the level of
sophistication of what the profession recognized as educational.
In order to illustrate this evolutionary process spanning three
centuries, three American museum professionals and the museums they
created were examined.

The philosophy and practices of each reflected

the times in which they lived and gave insights into how current museum
philosophies and practices have emerged.
One of the first and most colorful museum creators was Charles
Willson Peale, who privately owned and operated a museum in
Philadelphia beginning in 1786.

Peale's museum had a very different

purpose than the scholarly elitist European museums, although he did
not denigrate scholarship.

According to Alexander (1983),

He saw his museum as a school for the ordinary
man and woman, as an institution that would
promote morality and happiness for the entire
public. Peale's idea fitted well the democratic
stirrings of early America, (p. 72)
Peale's greatest contribution was in the area of exhibition.

He

used innovative presentation techniques such as habitat groupings with
painted backgrounds, participatory exhibits, and demonstrations that
allowed visitors hands-on experiences.

However, Peale's museum would
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not become the national museum that he dreamed of, and by the 1850s its
collections were divided and sold.

One of the reasons for this had a

bearing on the evolution of the educational role of museums.
The mix of scientific information and rational
amusement found in Peale's museum worked, for a
time, but was always vulnerable from either side.
As the study of natural history grew more
sophisticated and more scientific, the naturalists
were distressed by what they regarded as tawdry
and untasteful entertainment in the mixture.
(Alexander, 1983, p. 68)
The public was also finding new sources of entertainment.

Peale could

not, and perhaps should not, have competed with the likes of P. T.
Barnum.
Maintaining this sensitive balance between scholarly information
and pure entertainment noted in Peale's day would be addressed by
museum professionals for generations to come. A statement found in a
1983 publication. An Introduction to Museum Work, attested to this:
The issue here is again the question of
entertainment versus education. The museum
does not exist to provide light entertainment
for an uneducated clientele. It must balance
show-business techniques with education.
(Barcaw, p. 138)
Known as the father of the modern American museum, George Brown
Goode dealt with this issue during his tenure at the Smithsonian
Institution from 1878-1896.

Goode began as curator of the United

States National Museum and, at the time of his death, was the
Smithsonian's Assistant Secretary in charge of the National Museum.
During his career, Goode advanced the museum profession in the
areas of museum management and administration, as well as in the
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concern for professional training.

In doing this, he advanced the

museum's educational role both in the level of professionalism and in
sophistication.

As early as 1889, Goode spoke of transforming museums

from cemeteries of bric-a-brac to nurseries of living thoughts.

The

museum profession was emerging and with it an acceptance of a more
serious educational responsibility (Alexander, 1983, pp. 285-287).
Goode assessed the situation and demands of his time, responding
accordingly, just as Peale had done almost one hundred years before.
Goode saw that the times called for a new direction for education in
museums by stating:
The present demand is for something better, more
systematic, more definitely instructive in its
aim--something which shall afford the same long
vistas into the palaces of nature and art, and
at the same time provide guide-marks to explain
their meanings. (Alexander, 1983, p. 288)
As museums entered the 20th century, the concepts that Goode
advocated were taken much farther by a new breed of museum
professionals.

Through his numerous speeches, articles, and books John

Cotton Dana led the way with the development of his Newark Museum.
Before undertaking a museum career, Dana was a pioneer in applying the
ideal of community service to the public library movement.

Alexander

(1983) presented an anecdote that he felt illustrated Dana's
description of, and contempt for, the old storehouse concept of
libraries:
President Charles W. Eliot of Harvard encountered
his librarian, the historian Justin Winsor, in
Harvard Yard about 1880 and asked him how things
were going with the library. Winsor is supposed
to have replied, 'Excellently, excellently. All
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the books are on the shelf except one that
Agassiz has, and I'm going after it now',
(p. 382)
Dana had no patience for this attitude in libraries or museums.
He saw the educational role of museums that Goode had outlined years
earlier, and he actively implemented public education in museums.
Richard Grove summed up Dana's philosophy:
He believed that museums should grow out of
the individual nature of their communities,
that they should be freely experimental, that
their educational function was the dominant
one, and that they should be (in today's
language) accountable to the public. (Grove,
1978, p. 33)
Dana implemented this philosophy, through a variety of programs,
first on the fourth floor of the Newark Library and later at the Newark
Museum built under his direction in 1926.

Dana created temporary

exhibits that often focused on local industry and its workers.

Dana

developed loan materials and slide shows for use as outreach programs,
and he established branch museums in vacant store fronts in Newark.

He

also established one of the two pioneering American programs of museum
studies with his museum apprenticeship course which lasted from 1925 to
1942 (Alexander, 1983, pp. 390-399).
The accomplishments of these three individuals illustrated the
evolution of the educational function of American museums.

They were

three among many, but by examining these in particular, a clearer
understanding of museum education's present form was possible.

The

earliest functions of American museums, collection, conservation, and
research remained essential to the definition of museum.

However, the
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museum in 20th century America clearly embraced and emphasized public
education (exhibits and programming) as another integral function of
museums.

This was particularly evident in the current definition of

museums put forth by the American Association of Museums and used for
the purpose of accreditation of a museum.

It stated:

A museum is defined as an organized and
permanent nonprofit institution, essentially
educational or aesthetic in purpose, with
professional staff, which owns and utilizes
tangible objects, cares for them and exhibits
them to the public on some regular schedule.
(Swinney, 1978, p. 9)
Armed with this definition, it was now possible to sort through
Richard Grove's earlier cited description of a museum.

It was this

definition of museums that served as the base for a philosophy of
museum education.
Museum Education Emerges
The literature was not so precise about exactly when or where
museum education first happened.

One of the most frequently quoted

passages regarding serious education in museums was one made by James
Smithson in his will when he bequeathed over a half million dollars to
the United States.

The funds were to be used to create in Washington,

D.C., under the name of the Smithsonian Institution, an establishment
for "the increase and diffusion of knowledge among men" (Alexander,
1979, p. 11; Burcaw, 1983, p. 109; Wittlin, 1970, p. 125; Katz and
Katz, 1965, p. 17). This statement made in 1829 was a major
benchmark in the development of education in museums.

Interestingly,

the public museum aspect of the Smithsonian Institution took a back
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seat to research and publications as the primary vehicles for
increasing and diffusing knowledge until 1879, when George Brown
Goode took charge of the National Museum.
The last quarter of the 19th century was a time of growth for
museums, spurred by factors such as population growth westward, postCivil War prosperity, and the establishment of art museums as separate
institutions.

Previously, art collections had been part of history and

natural history museums.
Of particular relevance to this section on museum education was
the recognition that this period saw the origin and spread of the
concept of the truly public museum.

This new public museum was

described by Paul Marshall Rea (1932):
Its essence is a new purpose and attitude as
well as new methods. The purpose is to enrich
the life of the people generally rather than
to serve a limited group. . . . The attitude
is that of a public servant in the best sense
of the term. . . . The methods are those of
active interpretation of subjects and exhibits,
(p. 16)
This new philosophy of public responsibility accepted by museums
had a profound effect on museums and clearly opened the doors for
ushering in the field of museum education.

Rea (1932) identified a

crucial factor in the development of museum education:
When museums transferred their service from
limited groups to the general public they both
gained and lost. They gained a much wider sphere
of social importance. . . . They lost the
enthusiasm and trained intelligence of their
former clientele. They had necessarily to take
upon themselves a new function of interpreting
their subjects and collections and of arousing
and developing interest. In short, they became
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educational institutions because their public
was, as a whole, no longer already educated in
their particular field, (p.28)
Individuals such as John Cotton Dana accepted this challenge.

He

took this new philosophy to heart and through his museum programs put it
into practice.

Since those early days, museums have reacted and

responded, through their programming, to the public--an everchanging
public.

The resulting relationship of the museum as a public

educational institution to the community it served has been a concern
ever since.
In 1930, a statistical study to identify certain laws and
principles which underlie the relation of the museum to the community
was conducted by Paul Marshall Rea.

In his resulting publication. The

Museum and the Community, Rea observed that social institutions, like
museums, are unceasingly subject to change.

Rea stated that "they

appear and disappear, wax and wane, or change their purposes and
methods, in response to the needs of the community" (1932, p. v ) .
Long after Rea's study and conclusions, museums continued to change
their purposes and methods in response to the public.

As a direct

result, museums have adapted a wide array of programs which came in and
out of vogue depending on what the public was demanding at any given
time.
Recent Museum Education
Perhaps the largest steps in the democratization
of museums in the U.S. have been taken in the
last 15 years. In the turbulence of the late
1960's and early 1970's, museums were perceived
as ivory towers outside the mainstream of society.
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Their traditional authority was challenged,
their relevance to society questioned. In the
struggle to respond, museums reaffirmed their
commitment to a public role. (AAM, 1984, p. 19)
This statement was made in the 1984 publication. Museums for a New
Century.

It was supported by the most currently available statistics

^ound in Museums, USA, which presented the results of a survey of 1,821
museums, and was published in 1974 by the National Endowment of the
Arts.

The findings reflected the commitment to the educational role of

museums in that 92% of the museums surveyed considered providing
educational experiences for the public a very important purpose of
their museum.

On the practical side, about half (51%) of the museums

had increased their education activities from 1966-1972. Of the
museums surveyed, 93% offered some type of educational activity
directed to groups of school children (NEA, 1974, pp. 27-41).
It was significant to note that not only had the educational
activity within museums grown in recent years, but so had the number of
museums.

According to the most recent survey conducted by the

Institute of Museum Services and published in 1980, 41% of the 4,609
museums surveyed were founded between 1960 and 1979 (Kimche, 1980,
p. 54).
As the Commission on Museums for a New Century recently stated,
museums have struggled to respond by reaffirming their commitment to a
public role.

Rea (1932) pointed out much earlier that museums changed

their purposes and methods in response to the needs of the community.
One of the museum's functions that had changed due to public demand was
that museums were clearly public educational institutions.

The methods
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used to accomplish this recently reaffirmed role were numerous.

These

methods for reaching the public which fell under the heading of museum
education included exhibits, publications, and programs.

In this

professional problem, discussion was limited to only one aspect of
education within museums, that of programming.
Considerations in Program Development
By looking briefly at only some types of programs, other concerns
become evident.

Programs have various structural formats.

In the

museum, programs may take the form of the one-shot tour, lecture and
gallery talks, classes, and extended visits.

Forms of outreach

programs can be found in the schools, community places such as shopping
malls, and neighborhood branch museums.

These programs may be conducted

by museum educators, docents (paid and unpaid), museum curators,
classroom teachers, and students.

These "teachers" employ

instructional strategies such as lecture, inquiry approach,
improvisation, role-playing, and hands-on activity.

Materials used

during these programs may be authentic objects, reproductions, slides,
video, gallery games, and activity books.

All of these aspects of

programming should consider the audience which may be school children of
all ages, adults, families, handicapped individuals, senior citizens,
gifted students, college graduates, and blue-collar workers.
Educational programming as diverse and complex as this naturally
leads to problems.

The problems of what format is best, who should

teach, who the audience should be, what is taught, and how it is taught
most effectively can not possibly be addressed in one professional
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problem.

What will be addressed is a larger issue.

If, in their zeal

to answer the public's diverse demands, museums try to provide
something for everybody, will they be able to maintain their identity
as museums, or will they become something else, something less?
Other authors have expressed this concern over the years.

Paul

Marshall Rea in his 1932 book stated, "A great diversity of educational
methods has been developed. . . . Some of them appear to be the proper
function of the public schools, or other educational agencies" (p. 32).
In an essay published in 1974, Museum Director Sherman Lee stated:
The word museum has . . . an aura of general
acceptability. Accordingly, many other worthy
activities, related but not by any means
identical, are subsumed under the museum
heading; the differing functions of these
activities thus become commingled and result
in a whole equal to less than the sum of its
parts. (Lee, 1974, p. 24)
In Art Museum as Educator, Barbara Newsom cited that some museums had
programs for children as young as three and four years old that were
largely activity oriented.

She stated:

Just why it is the art museum, rather than
nursery schools or day-care centers, that
should provide this activity may have something
to do with a dearth of such activities . . .
but there are many people who are prepared to
argue that the museum does not have to move
into every educational vacuum. (1978, p. 260)
This urge to fill every educational vacuum, often at the request
of schools, led to frustrations and unsatisfactory results as
illustrated by the following statement:
When museum programs are used to enrich the
curriculum, they are shaped by the needs of
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the schools, not the strengths of the museum.
The museum experience seems auxiliary, and
museum educators feel constricted by the limits
they feel the schools establish. (AAM, 1984,
p. 67)
In an article entitled, "An Interdisciplinary Approach to Education,"
Caston (1979) stated:
Museums often have been too willing to respond,
and thus have taken on the undesirable function
of becoming a mere extension of the classroom.
It would be a tragedy to watch museums lose
their identity by becoming a tool for other
educational systems to manipulate and mold to
fit their needs, (p. 51)
Interestingly, some school administrators recognized this problem and
warned museums not to conform to other educational institutions' needs:
To their credit, administrators in the East
Cleveland schools did not expect the museum to
perform the same way the schools do, nor to
share the school's specific objectives. In an
interview about the program, Lawrence Perney
stated, 'Remember you do not have the same
kind of climate or environment the schools do,
and you have to adhere to yours strictly; you
cannot conform to the school, you must make
the school conform to you'. (Newsom, 1978,
p. 277)
These statements illustrated the possible dangers of museums
providing too many and, sometimes inappropriate, educational services.
This was all the more reason for the museum field to clarify its
educational role within today's society.

This could only be done when

museum educators built programs that were based upon and reflected a
stated philosophy that was in harmony with the museum's purpose.
Commission on Museums for a New Century commented on this need for
clarity:

The
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The structure of museums and the ways they build
their relationships with their communities and
other institutions must be in harmony with the
times. There must be harmony, too, between this
awareness of external conditions and the strong
sense of internal identity that museums, as a
community, have only begun to clarify. (AAM
1984, p. 28)
Summary
Using historical information, this chapter has laid out the reasons
why museums in America chose to become educational institutions.

It has

also brought forth certain problems that have resulted from how museums
have chosen to fulfill the task of being educational institutions.

To

date museums have chosen to implement diverse programming in order to
reach their goal as educational institutions.

The effectiveness of such

programming was of concern to the profession, which had called for
clarification of just what museum education should be.
In order to answer this call, museum educators must identify a
philosophy on which to build, implement, and evaluate programs.

Such a

philosophy should be based on the fact that, historically, museums have
grown beyond the basic functions of collection and research.

Museums

have accepted their responsibility to respond to the public they serve.
Today collection, research, and education are the functions that
together allow the museum to achieve its unique purpose of preservation
of our artistic, cultural, and scientific heritage.

Such a philosophy

is best summed up with a quote from the Commission on Museums for a New
Century, which says, "If collections are the heart of museums, education
is the spirit" (AAM, 1984, p. 55).

CHAPTER III
ART EDUCATION AND ART APPRECIATION
In order to blend "museums" and "education" successfully, the two
fields must come together.

To maintain each field's integrity during

the blending process, both fields must be fully understood.

The

literature upon which is based a philosophy pertaining to the museum
component of the model was reviewed in Chapter II.
Chapter III will focus on literature that serves as the basis for
the development of the education component and the subject area
component of the model.

In order to demonstrate the proposed model for

teaching art appreciation in a museum setting, the education component
will be narrowed to the field of art education, and the subject area
component will be further narrowed to art appreciation.
Unlike the field of museum education, the field of art education
has successfully identified, from its historical development, many
sound art education philosophies.

From such philosophical bases, a

number of curricula, methodologies, and teaching strategies have
emerged.

There is an abundance of literature on each of these aspects

of art education (Mathias, 1924; D'Amico, 1942; Read, 1943; SchaeferSimmern, 1947; Lowenfeld, 1947; Arnheim, 1954; Logan, 1955; Barkan,
1955; Munro, 1956; Taylor, 1957; DeFrancesco, 1958; McFee, 1961;
Hastie, 1969; Feldman, 1970; Eisner, 1972; Broudy, 1972; Chapman, 1978;
Mittler, 1986).
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It was not the intent in this professional problem to examine in
depth the historical development, the diverse teaching theories, and
methodologies of the overall field of art education.

However,

historical developments and art education theories were reviewed as
they related directly to the development of one aspect of art
education, that of art appreciation.

Examining the "why" and "how"

that art education and art appreciation came to be taught, from an
historical perspective, was necessary in order to understand fully the
demonstrated model for teaching art appreciation in a museum setting.
Historical Development of Art Appreciation
The reasons for and the instructional approaches taken in the
teaching of art appreciation have varied over the years and often
overlap, making it difficult to trace historically one approach as it
clearly led to another.

This section was not written as a

chronological tracing of the development of art appreciation; instead,
the various instructional approaches to teaching art appreciation were
categorized into two main areas, "less structured" and "more
structured" art appreciation.

Although there was considerable meshing

and overlapping of the reasons for teaching art appreciation, there did
appear to be a distinction between the way art appreciation was taught
during the first half of this century and the latter half.

Taking this

into consideration, the less structured and the more structured
approaches to teaching art appreciation as they were usually, although
not exclusively, found during each of these two periods in time were
examined.
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Art Appreciation 1900-1950:
Less Structured Approach
The first instructional approach presented will be identified as
the less structured approach.

How this form of art appreciation was

approached during the first half of the century will be the focus of
this section.

To understand fully the development of the less

structured approach, the influence of the child study movement in the
late 1800s and early part of this century and the progressive education
movement from 1920-1950 must be recognized.
Psychologists such as G. Stanley Hall led the way in studies aimed
at discovering what children are, rather than guessing at their ideal
potentialities.

This focus on the child's natural abilities and needs

soon contradicted the rigid mechanical drawing exercises practiced in
art programs at the turn of the century.

Logan (1955) stated:

It was at once apparent that drawing done
independently of dictated lessons showed no
interest in abstract or geometrical forms. An
art program based on the painstaking drawing
of squares in the first grade ran counter to
any normal child interest, (p. 122)
Eisner (1972) summarized the influence of the progressive education
movement on art education:
The orientation that the Progressives
developed to education and to children had
profound consequences for the field of art
education, not so much during the 1920's but
during the thirty years following that decade.
The Progressives were committed to the idea
that the child should be free to develop
naturally and the teacher should function as
a guide, not a taskmaster. This meant that
in practice the teacher was not to teach art
but to unlock the creativity of the child by
providing a stimulating environment and the
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necessary art media. Art was not so much taught
as caught, (pp. 49-51)
More specifically related to the topic of art appreciation, Eisner
(1972) continued:
This meant too that adult influences in the form
of art reproduction . . . was seen as questionable
activity for elementary school students. . . .
What we find some Progressives leading to is a
type of neo-Rousseauianism in which the naivety of
the child is to be maintained in the name of fresh
vision. The task of the teacher is to sustain the
vigor and spontaneity of the child by preventing
his contact with the products of the human race,
(p. 51)
Taking this educational climate into consideration, it was
interesting to note that the progressive educators did claim that art
appreciation was of importance.

It was also easy to understand,

however, that they professed art appreciation to be a natural outcome of
the child's artistic expression.

By making art, a student automatically

transferred his aesthetic judgment to the understanding of the
expression of others.

Logan (1955) stated that, "this dual objective of

expression and appreciation for education in the arts appeared in all
the aims and purposes of several valuable publications of the time"
(p. 157). Two examples were Belle Boas' 1924 publication. Art in the
School, and Margaret Mathias' 1924 publication. The Beginnings of Art in
the Public Schools.
The idea of the student learning to appreciate works of art as a
consequence of producing his own art work was reinforced in later years
by Herbert Read's influential publication. Education Through Art.
(1943) discussed appreciation in the following passage:

Read
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As for appreciation, this can undoubtly be
developed by teaching . . . but in so far as
by appreciation we mean a response to other
people's modes of expression, then the faculty
is likely to develop only as one aspect of
social adaptation, and cannot be expected to
show itself much before the age of adolescence.
Until then the real problem is to preserve the
original intensity of the child's reactions
to the sensuous qualities of experience, to
colours, surfaces, shapes and rhythms. These
are apt to be so infallibly 'right' that the
teacher can only stand over them in kind of
protective awe. (p. 209)
This point of view concerning art appreciation had considerable backing
and reflected the new approach to education in general as advocated by
writers such as Read.

The emphasis was clearly on the child's own

expression; and the best teaching method to facilitate this expression
did not include imposing the works of others upon the child.

Read's

"protective awe" encouraged structured studio experiences, but the
teaching of art appreciation was much less structured.
Art Appreciation 1900-1950:
More Structured Approach
There were many art educators prior to 1950 who practiced a more
structured approach to art appreciation.

Usually called Picture Study,

this approach to teaching art appreciation was based on formal lessons
centered around the viewing of reproductions of masterpieces.

Picture

Study came into fashion as the whole notion of art education expanded.
The teaching of art for the development of industrial drawing skills
shifted to a desire to enable children to develop good taste through a
wider range of art experiences, as well as the study of the great
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masterpieces (Eisner, 1972, pp. 46-48).

Eisner (1972) described the

Picture Study era:
Advertisements in The Applied Arts Book included
The Perry Pictures at one cent for 25 or more,
which included examples of great historical art,
i.e., 'Victory of Samothrace' as well as
illustrations of the 'Life of Christ'. By 1927
art appreciation had become one of the important
facets of good art programs. . . . Not only was
there a growing interest among art educators
with enabling children to develop good taste
and hence to be able to respond to beauty, there
was also a concern with enabling them to learn
moral lessons through the stories that great
art told. (p. 46)
The more structured approach to teaching art appreciation took
hold before the progressive education movement and was most strongly
advocated at the early part of the century.

Regardless, it continued

to exist alongside the new education approach of the Progressives, as
pointed out by Faulkner in a 1939 article when he said that, "some
claim that participation is the only road to appreciation.

Others,

with equal vehemence and lack of evidence, say that participation has
little if any relation to appreciation" (p. 1).
One of the reasons why the Picture Study point of view remained so
strong was because of the work of Henry Turner Bailey.

Bailey was

editor of The School Arts Book (The Applied Arts Book, 1901-1903) from
1903 until 1919.
Bailey exercised a tremendous influence on public
school art education. There were many parts of
the new education of the day which he could not
accept and his limitations in art interpretation
were circulated widely during his editorship of
School Arts Book. (Logan, 1955, p. 98)
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Fisher (1978) further described Picture Study as promoted by Henry
Turner Bailey:
In picture study units, such as the ones
developed by Bailey, public school students
were shown art masterpieces and encouraged to
become acquainted with the lives of the artists
and the stories told by the paintings. Even as
late as 1927 these paintings were never
contemporary or even Cubist or Impressionistic
in style. Renaissance masters and genre
paintings that told a story were used
exclusively. The purpose of picture study was
to teach an appreciation of the masters and
certain ethical values that the paintings
depicted, (p. 18)
Although advocated by many art educators. Picture Study had
significant drawbacks. Too often pure lecture techniques with an
overabundance of facts were employed.

Lark-Horovitz (1967) stated:

Information about an artist's life and about
the historical and cultural setting in which he
worked can add dimension to his works. Under
no circumstances, however, should the teacher
substitute the acquisition of knowledge about a
work of art for direct aesthetic response to
the work itself, (p. 227)
To the other extreme, pure sentimentality about how pretty the picture
was or how strange the artist was perpetrated "an extraordinary amount
of nonsense" (Gaitskell & Hurwitz, 1970, p. 384).
Taylor (1966) described the shortcomings of the early attempts at
more structured art appreciation and, as a result, how the less
structured approach often took its place:
The formal lessons are most likely remembered
by those who took them for their anecdotes of
the Old Masters, the spot recognition of Great
Paintings, and the homely recollections of
school teacher's tour of Greece. The new 'art
is doing' enthusiasm swept this quiet sentimental

37
pleasure away, along with copying by squares and
'disciplining the eye,' and one cannot weep
seriously for its passing. Yet it would be too
bad if nothing comparable appeared to take its
place, (p. 239)
Many art teachers did choose to replace the Picture Study approach with
a less structured approach to teaching art appreciation that was to flow
automatically from the student's own art experience.
With the end of World War II all of education strived to be more
effective in meeting the needs of children.

Art education matured, and,

as a result, points of view concerning art appreciation became more
sophisticated.

However, remnants of the earlier points of view could

still be seen in the post-1950 approaches to teaching art appreciation.
Art Appreciation After 1950:
Less Structured Approach
There were great similarities between the approaches concerning the
teaching of art appreciation that were categorized as less structured in
this chapter, prior to 1950 and following 1950.

The major difference

seemed to be in the level of sophistication in presenting this point of
view.

Authors publishing after 1950 presented a more serious approach

to art appreciation.

They did not go to the extreme of Read's

"protective awe," although they did not outline a structure for the
teaching of art appreciation, since the main emphasis was still on self
expression and creativity through the making of art.
Gaitskell and Hurwitz (1970) described what is here referred to as
the post-1950 less structured approach to teaching art appreciation, by
observing that many teachers "devote much of their time, thought, and
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energy to a program in which an appreciation of art is taught in close
relationship to expression" (p. 419). Justification for this point of
view was based on the belief that one cannot logically divorce
expression from appreciation.

Working with a medium students began to

solve certain technical and aesthetic problems that then gave them
insights into similar works produced by others.

Gaitskell and Hurwitz

(1970) continued:
As long as we have had some personal problem
that has arisen from our own labors, some goal
related to the activity, and some need for
enlightenment, we are in a position to increase
our insight by intelligently appreciating what
another has done. (p. 419)
Unlike the pre-1950 less structured art appreciation, no one saw
harm in exposing students to works of others. Though they advocated
the use of art appreciation, many publications of the time still set
more of a tone for a less structured approach to teaching art
appreciation.

The 1963 publication Teaching Art to Children by Blanche

Jefferson served as an example of how the contradictory tone for this
less structured approach to art appreciation was set for teachers.

In

the section on art appreciation, Jefferson (1963) stated that it is
important that "awareness to art becomes an integral part of every
child's education, that children learn to be sensitive to visual
aesthetics, and learn how to make discriminating judgments of art"
(p. 229). Jefferson (1963) went on to say that "the ability to create
is often enhanced through a study of works of art" (p. 230).
Jefferson clearly recognized the value of art appreciation in the
art program.

However, in the section on "Methods and Materials for
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Building Responses to Art," Jefferson fell short of providing the
teacher with any significant methods of incorporating art appreciation
into the studio program outside of the child's own work.

She stated:

The whole philosophy of modern art education
and of this book is one of appreciation. As
the teacher helps the children see the art quality
in their own and other children's work, she is
establishing an attitude for favorable responses
to it. Even before the art work begins, the
teacher's acceptance of each child's verbally
expressed ideas shows appreciation. Her effort
to help each child release his own responses to
the art materials, shows her confidence in and
appreciation of the unique abilities of each
child, which helps them respond appreciatively
to other people's art expressions. . . . One of
the most direct influences upon building a
positive, receptive, zealous feeling toward art
is the teacher's own enthusiasm for it.
Appreciation is more 'caught' than 'taught'. . . .
The most personalized approach toward response to
and appreciation for art, and the most convenient
materials to use are those in which children have
the most interest--their own work. (p. 235)
Jefferson (1963) suggested that the teacher's work could be discussed
and made further suggestions such as.
Reproductions of many works of art are also more
available than they have ever been before. . . .
Books and some periodicals are further sources of
materials for art appreciation. . . . Field trips
stress the importance of art: that art is
significant enough to make a trip to see; that
people cherish it. (p. 238)
The major emphasis was clearly placed on appreciation growing out
of the child's own expression, with only minor reference to the use of
reproductions and museum visits. The vagueness of the use of the term
appreciation also left room for interpretation.

Jefferson (1963)

continued with a section on "Problems in Guiding Art Study," which led

40
the reader further away from the responsibility of providing a more
structured approach to teaching art appreciation.

Jefferson (1963)

stated:
The results of efforts at guiding art study
are intangible. There is no way of knowing or
judging how children have responded to an art
exposure. . . . No comment about the art may
be needed. Teacher and children can look at
the art and gain whatever they can from it. .
. . Too much talk and too much analysis can
detract from the feeling of deepening visual
enjoyment that a teacher is trying to build. .
. . Asking a child why he likes a work of art
can be overwhelming . . . words are inadequate
for a rich visual experience. Art must be
seen to be felt and appreciated. To accomplish
this, the concentration is placed upon these
inward intangibles and not upon hearing and
verbalizing, (pp. 240-242)
Focusing on one author so extensively may seem inappropriate, but
to identify clearly how this contradictory tone was set required an indepth look. Other authors have set a similar tone for the validity of
art appreciation, but did not truly advocate actively pursuing a more
structured approach for teaching art appreciation. This was seen in
two ways.

First, the amount of space devoted to art appreciation said

a great deal about its merits and may have indicated just how much time
a teacher should devote to it.

In Mattil's book. Meaning in Crafts,

published in 1971 and totaling 225 pages, the topic of art appreciation
was covered from pages 20 to 25.

In the highly influential book.

Creative and Mental growth, published in 1947 and currently in its 6th
edition, Lowenfeld devoted less than two pages of text to art
appreciation.
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Second, how the author defined art appreciation and whether or not
he suggested specific methods for a teacher to use in the classroom also
set a tone that may have sent mixed signals to the art teacher.

In

particular, Mattil (1971) said of art appreciation:
Art appreciation is having an enjoyable experience
through seeing and liking an art object. . . .
There are a variety of sophisticated theories on
which to build a program in appreciation but for
most teachers who lack special training in art and
art history a simple, personal but very effective
approach is possible when it is recognized that
any experience and information which increases the
children's understanding of an art object will
increase their potential for appreciating it.
(p. 20)
Mattil gave only limited suggestions as to what kinds of "experiences
and information" can be used and left room for misinterpretation.

The

conclusion reached by some teachers was that the "experiences and
information" revolved around the child's own production of art.

This

was reinforced by the fact that the rest of Mattil's book was devoted
to studio methods and activities.
In his book. Creative and Mental Growth, Lowenfeld spoke of the
role that art appreciation played in the development of aesthetic
awareness; however, he did not offer any concrete examples of how one
might implement art appreciation lessons in the classroom.

The tone set

by Lowenfeld was one of encouraging expression and might have been
interpreted by many art teachers as a warning against imposing too much
structured art appreciation on their students (1970, pp. 317-320).
Advocates of this appreciation through expression point of view
spoke of the importance of appreciating works of art.

However, the tone
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that they set was one that allowed art teachers to back away short of
really teaching art appreciation.

The "say one thing and stress

another" tone was further documented by the findings of a study
conducted by Clark (1975).

In this study an analysis of ten

influential art education textbooks revealed that each stressed the
importance of art appreciation, but then concentrated attention on
practical teaching suggestions for studio activities.
Art Appreciation After 1950:
More Structured Approach
Paralleling the less structured approach to teaching art
appreciation during the last 35 years was a point of view that was
categorized in this paper as a more structured approach to teaching art
appreciation.

Like the earlier structured approach called Picture

Study, this point of view focused on teaching for knowledge about art.
It did, however, differ totally from Picture Study in the goals and
manner of teaching.

The goal of this point of view was not one of

teaching good taste and moral lessons from viewing masterpieces, but
instead, exploring art as a discipline to uncover knowledge of the
world and man's diverse responses to that world through his art work.
This point of view stressed the need to help the child integrate his
own image-making "into the social and human matrix of artistic creation"
(Feldman, 1970, p. 158).
Many art educators have spoken in favor of a more structured
approach to teaching art appreciation as opposed to the post-1950 less
structured approach described earlier.

This was not a recent appeal.
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but a growing concern reflected by the following quotes from various
authors:
Appreciation of the arts, which was to have grown
casually as a by-product of individual art
expression, has to give way to deliberate
education in aesthetic awareness. (Logan, 1955,
p. 162)
We can hope to raise the aesthetic literacy of
the nation only if deliberately and with all the
wisdom at our command we attack the problem of
appreciation with the same vigor with which we
usually approach studio work. (DeFrancesco, 1959,
p. 17)
Art education must be direct and forceful in
developing awareness. This awareness begins with
the act of taking notice of how a thing is made,
how it is designed, of seeing completely with
insight and understanding. (Hastie, 1959, p. 6)
Their [the students] training has been to do, not
judge, works, and the fact that they have made
jewelry does not seem to render their judgment
more acute in buying it, any more than the fact
that they have painted a picture makes Picasso
more accessible. Since they were not aware of
the nature of the choices they were making as
they worked or probably even aware that they
were making choices, they are unaware that they
have a capacity for personal judgment and follow
sheeplike the lures of popular fads, quite as
readily as if they had had no education at all.
(Taylor, 1966, p. 240)
Learning to make aesthetic judgment based on
critical evaluation of one's environment and
one's own work will help children reflect on the
value art has in their culture. This must be
accomplished by active discussions in the
classroom about art and through visits to
places of art. (Linderman & Herberholz, 1974,
p. 157)
If teachers help students become more aware of
culture diversity in art and help students
evaluate the qualities of art in different
contexts, they may be better able to understand
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themselves in terms of their own cultural
background. (McFee & Degge, 1977, p. 297)
Children must do more than make stereotyped art
products and manipulate media. They should
feel the joy of total involvement and experience
the integration of information. The arts
provide some of the richest opportunities for
strengthening the perceptual growth of children-a vital requirement for productive thinking.
(Fisher, 1978, p. xvii)
Though a more structured approach for teaching art appreciation
had been clearly advocated by many, the fact remained that the art
program that practiced this approach was in the minority.

Fisher

(1978) said, "Attention to art evaluation and historical
consideration, beyond the production of art, is the exception rather
than the rule" (p. xvii).
Concerned with the apparent need for more structure in the
teaching of art appreciation, several authors have proposed a method
for teachers to use to introduce order into the student's natural
abilities to view, talk about, and gain knowledge about art.

Often

called art criticism, this more structured approach to art
appreciation demanded significant participation from the student.
Although various authors employed somewhat different presentation
techniques, most agreed that the students should be led through four
basic steps: description, formal analysis, interpretation, and
judgment.

Joshua Taylor's 1957 publication, Learning to Look, the 1971

publication Art and the Creative Teacher by Fearing, Beard, Krevitsky,
and Martin, Elaine Fisher's 1978 publication. Aesthetic Awareness and
the Child, and Gene Mittler's 1980 article "Learning to Look/Looking to
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Learn: A Proposed Approach to Art Appreciation at the Secondary School
Level," advocated this systematic approach to looking at and talking
about art using these four steps.

Interestingly, the 1970 second

edition of Gaitskell and Hurwitz's book. Children and Their Art,
originally published in 1958, expanded the art appreciation section to
include this more structured point of view.
Perhaps the most influential advocate of the art criticism point
of view was Edmund Burke Feldman.

In his 1970 book. Becoming Human

Through Art, Feldman provided a detailed account of how a teacher can
utilize art criticism techniques.

Feldman saw far reaching effects

because of the critical study of art and stated:
Our educational aim is to help children to
confront life meaningfully. To do so, they
must be able to 'read' the human situation.
Critical study is practice in reading works
of art that are microcosms of the human
situation. (1970, pp. 188-189)
Contributing Factors to the
Status of Art Appreciation
Authors such as Clark (1975), Wilson (1974), Fisher (1978), and
Duke (1983) supported the claim that the less structured approach for
teaching art appreciation was the predominant one found in most art
classrooms.

However, it was important to note that although authors

such as Jefferson (1963), Lowenfeld (1947), and Mattil (1971) did not
advocate or outline a structured approach for teaching art
appreciation, they did recognize the value of art appreciation as part
of the total art education program.

By examining briefly some

developments in art education, as well as in the field of education, a
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better understanding of why the less structured approach prevailed for
so long and how eventually a more structured approach became a viable
option.
The first development that had a direct impact on the teaching of
art appreciation with a more structured approach was the expansion of
the scope and content of art education.

In 1962, Barkan observed that

almost all art teacher training and, consequently, art teaching at that
point had been conceived and conducted in terms of the production of
works of art.

Barkan (1962) stated, "Study through critical analysis

has been so neglected, unfortunately, that few schools show any
interest or ability to undertake and develop it" (p. 50).
Barkan called for the design and testing of instructional
methodologies specifically for use in the critical analysis of works of
art.

Citing the scarcity or absence of good reproductions or slides,

he called for the development of instructional materials that would
bring the heritage of the visual arts to students.

Barkan compared the

task of teaching art appreciation without such materials to trying to
teach literature and good writing without access to fine literary works
(1962, pp. 45-50).
In a 1968 article, Eisner addressed many of the concerns raised by
Barkan and through the Stanford University's Kettering Project
developed some of the instructional materials that Barkan had called
for six years earlier.

Eisner also described a metamorphosis that had

occurred in art education, that effected both curriculum and
instruction.

Earlier, attention had been given to this new direction
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and expansion of art education by such authors as Ralph Smith who edited
the 1966 publication. Aesthetics and Criticism in Art Education, and
Vincent Lanier who wrote, "Schizmogenesis in Art Education" in 1963.
According to these authors, art education was no longer viewed as
an instrument useful for attaining larger goals, such as development of
a child's creative capacities. This newer view conceived of art
education as a mode of education that had unique contributions to make
to the growing child.

The scope and content of art education was

expanded, placing emphasis not only on the production of art, but also
recognizing a variety of skills and knowledge beyond those found
exclusively in the studio experience (Lanier, 1963; Smith, 1966; Eisner,
1968).
The expansion of the content of art education gave new significance
to the body of knowledge and skills that students could learn from
viewing and talking about works of art.

It was time for a more

structured approach for teaching art appreciation, but teachers were
still hampered by the lack of instructional methodologies and materials
specifically for use in teaching art appreciation in a more structured
manner.

Barkan (1962) stated that when art teachers attempted to teach

critical analysis they "are severely hampered by the absence of
tradition, the unavailability of competent personnel, and the lack of
appropriate teaching materials" (p. 50).
Time and the advancement of technology helped remedy the problem.
By the 1970s, quality color reproductions became readily available, and
color slides were more easily reproduced with relatively simple camera
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equipment.

The number of museums and art galleries increased

dramatically during the 1960s and 1970s, as did the number of museum
education programs. These occurrences provided teachers with
effective instructional materials that enabled them to use a more
structured approach for teaching art appreciation.
Art educators worked within the field to expand the curriculum and
develop instructional methodologies and materials that gave more
structure to the teaching of art appreciation.

Developments occurring

outside the art education field also aided in the pursuit of a more
structured approach for teaching art appreciation.
Tyler's 1950 publication, Basic Principles of Curriculum and
Instruction, Bloom's 1956 publication. Taxonomy of Educational
Objectives, Handbook I: Cognitive Domain, and Krathwohl, Bloom, and
Masia's 1956 publication. Taxonomy of Educational Objectives, Handbook
II: Affective Domain presented the importance of defining educational
goals and objectives.

In the 1960s, authors with military and

industrial psychology backgrounds presented methods for developing more
specific instructional objectives. Mager's 1962 publication, Preparing
Instructional Objectives, and Gagne's 1967 article, "Curriculum Research
and the Promotion of Learning," outlined specific methods for writing
behavioral objectives.
Regardless of the exact method, these authors' ideas were aimed at
bringing educational goals to a level of measurable specificity.

Art

educators saw the importance of this idea and adapted these methods to
the field of art education.

Authors such as Davis (1971) stated:
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With the whole trend of education moving toward
more and more accountability, our instructional
programs in the arts must show evidence that we
are effecting observable changes in art
behaviors . . . The days of the would-be miracle
makers are over. (p. 183)
The growing importance of issues such as content expansion, design
and testing of instructional methodologies and materials, the use of
instructional objectives, and evaluation of the art education
profession was reflected in publications such as Curricular
Considerations for Visual Arts Education: Rationale, Development, and
Evaluation.

According to editors Hardiman and Zernich:

While the articles were drawn from a variety of
professional publications in the arts, aesthetics,
education, psychology, and philosophy, it is worth
noting that the majority come from recent issues
[1966-1973] of journals published by the National
Art Education Association, which attests to the
growing importance of this topic to the profession
at large. (1974, p. v)
Until recent years, the majority of art educators did not use a
highly structured approach to teaching art appreciation in their
classrooms. This lack of attention to art appreciation was not because
of a conscious neglect or omission.

From a theoretical standpoint, as

art education expanded its scope and content, art appreciation took its
place as a vital part of the total art education curriculum.

From a

developmental standpoint, as education and art education developed a
more organized educational structure, instructional methodologies for
the teaching of art appreciation emerged.

From a practical

standpoint, as technology advanced, instructional materials essential

50
to the teaching of art appreciation became more easily available to
art teachers.
Recent Trends in Art Education
Art programs that provided a structure for the blending of art
appreciation and studio experiences, one enhancing the other, have been
advocated more strongly over the last 15 years.

Joshua Taylor (1966)

was an early advocate of this approach when he said, "The impact of art
need no longer be bound for him [the student] by the limits of his own
dexterity but can extend itself over an infinite range, inviting new
inquiry and exploration" (p. 241). In 1967, Barkan and Chapman
published "Guidelines for Art Instruction Through Television for the
Elementary Schools" which called for such a program.
The most sensitive making of art cannot lead to
rich comprehension if it is not accompanied by
observation of works of art and reflective
thought about them. Neither can observation
and reflection alone call for the nuances of
feeling nor develop the commitment that can
result from personal involvement in making
works of art. The reciprocal relationship
between learning to make art and learning to
recognize, attend to, and understand art should
guide the planning of art instruction. (Barkan
& Chapman, 1967, p. 421)
In 1976 the National Art Education Association's President and
Board of Directors appointed a Commission to study the present status
and prospects for the art teaching profession.
in 1977, included ten recommendations.

Their results, published

Recommendation Two read as

follows:
The Commission believes that the teaching of
art is based on conception of artistic learning
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which stem from the realization that art is
a subject matter shaped by the nature of
artistic inquiry. Such inquiry defines art
as having a specific content to be learned,
perceived, felt and articulated through
discursive language and through the creation
of expressive visual form. The Commission
therefore recommends that school art programs
include the productive, critical, and cultural
realm of art as essential in the development
of a school art program. (National Art Education
Association [NAEA], 1977, pp. 12-13)
The Commission specifically identified two major components of art
education content:

the productive (studio) and the appreciative

(history and criticism)(p. 50).
The art education profession reaffirmed its commitment to a wellrounded art program when the NAEA Board of Directors published an
official position paper in 1982. The position paper entitled, "Art in
the Mainstream (AIM)," identified three aspects of art education:
means work; art means language; and art means values.

Art

In presenting the

AIM statement to the profession, NAEA President Edmund Feldman said:
Needless to say, in formulating a statement,
it helps to be reasonably honest: we can
express our ideals, but we shouldn't make
claims that are wholly unrealistic. I realize
that the AIM statement deals with our hopes as
well as our actual performance. (1982, p. 4)
Feldman clearly identified the gap between theory and practice.
This gap was pointed out to the art education profession, in a less
subtle way, when the results of an independent study conducted for The
J. Paul Getty Trust were presented at the 1983 NAEA Annual Convention by
Leilani Lattin Duke, Director of the Getty Center for Education in the
Arts.

After a year long study of the arts education field, they
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concluded that the attitude that education in the arts is nonessential
to a child's schooling was widely held by most school educators and
policy makers, as well as by many parents.

Duke continued:

Generally, arts education is not viewed as a
purposeful, substantive discipline. This
characteristic is evidenced by a lack of
clarity in arts education program goal
statements and by the absence of specificity
in the content taught and the learning
outcomes to be achieved. In our view, arts
education's emphasis on creativity and
expressiveness, and on products and
performance to the virtual exclusion of
instruction in art history and art criticism
has contributed to the perception that the
arts have great therapeutic value but little
cognitive value. (1983, p. 11)
If the art education profession advocated the combination of the
productive and appreciative, why did the Getty Trust Study indicate that
this approach was not being implemented in the majority of classrooms?
One reason was that until teacher training adequately covered both
areas, then classroom practices would not be substantially changed.
Eisner (1973-74) recognized learning to talk about art
insightfully as one of the greatest needs in teacher training; however,
he also recognized that, "it is, alas, one of the areas most neglected
in teacher education" (p. 15). Taylor (1966) explored the problem of
teacher training further and observed that art teachers were expected to
be amateur psychologists, have numerous skills to manipulate various
media, and be versed in educational theories.

Taylor (1966) went on to

say that it was no wonder that the art teacher "is likely to be the
least well informed person in the area on the general matters of art"
(p. 242).
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Changes in teacher training have been occurring, but it will take
time to implement effectively this new approach to the total art
education program on a national basis.

In the meantime, art museums

are serving as a resource for the preservice and in-service art
teachers who want to embrace a total art education program.

Many art

museums are now staffed with qualified educators versed in art
criticism techniques.

In encouraging more collaborative efforts

between art teachers and museum educators, Hurwitz and Madeja (1977)
observed that:
Museums are often more adventurous in their
approaches to art appreciation than the public
schools. . . . The museum educators not only
seem to have outdistanced the schools in
learning, but have, as a group, moved away
from the historical/lecture method to more
dramatic, experiential approaches, (pp. 101-102)
The art education profession has also recognized that museums can
become effective partners in the task of implementing art programs.

In

1980, an entire issue of Art Education: The Journal of the National Art
Education Association was devoted to museum education.

In 1981, the

NAEA membership expanded the original four divisions (elementary,
secondary, higher education, and supervisory/administrative) of their
organization to include an official division for museum education.
Summary
The art education profession has called for a substantial change
in the overall theory and practice of art education.

To no longer

focus primarily on the productive aspect, but to blend actively the
productive and the appreciative was a major shift in thought and deed.
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How and why the field of art education evolved to advocate not only art
appreciation, but also to provide a more structured teaching approach,
with appropriate instructional methodologies and materials, was
documented through the historical developments detailed in this
chapter.
There appears to be a natural link between museums and the type of
art education and art appreciation currently advocated by many wellknown art educators. The two professions have embraced each other in
an attempt to meet a common goal. As long as each field's individual
histories and philosophies are clearly stated, each one's unique
attributes and strengths will be maintained in the blending process.
Chapter II serves as the historical and philosophical base out of
which the museum component of the model for teaching in a museum
setting was developed.

Chapter III serves as the historical and

philosophical base out of which the education component and subject
area component of the model was developed, using art education and art
appreciation.

In Chapter IV these three components are brought

together and the entire model presented.

CHAPTER IV
A MODEL FOR TEACHING IN A MUSEUM SETTING
A model for teaching in a museum setting should be based on the
philosophy on which museums and their reasons for existence in this
society were established.

The historical development of American

museums, as presented in Chapter II, as well as more recent actions
such as the definition of museums by the American Association of
Museums, clearly put forth such a philosophy.

In Museums for a New

Century (1984), Commission members stated:
The mission of museums as institutions grows
out of tradition and is shaped by public need.
It is to collect and preserve the evidence of
the natural and physical world and of human
accomplishments, and to use those collections
and related ideas to contribute to human
knowledge and understanding, (pp. 73-74)
This mission of American museums has been generally accepted by
the profession; however, how museums have chosen to fulfill such a
mission has been left to each individual museum.

Commission members

elaborated on this observation in Museums for a New Century:
The act of collecting and preserving objects
is at the center of the museum domain. Just as
important is the use of collections to advance
knowledge and understanding, and thus it is
through research, education and exhibition that
museums make their collections available. The
balance among these activities differs from
museum to museum. (1984, p. 21)
This observation accounted for the tremendous diversity and
number of museum programs that employed different formats, teaching
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strategies, and materials, which in turn served broad and diverse
audiences. As each museum clearly had its own individual identity
this was only a natural occurrence.

Rhodes (1978) concurred:

It is obvious that unlike most educational
institutions in this country, the museums
have been very slow in standardizing their
educational product. Educational programs
have remained the responsibility of each
individual museum, (p. 91)
Such diversity within the museum community may explain why there
appeared to be a lack of specific models for teaching in a museum
setting.

The proposed model was not an attempt to offer a

"standardized form" for all museums or museum education programs.
The Comnission on Museums for a New Century addressed the issue of
differences among museums.

Such differences reflected the influences

of each museum's founder, collection, trustees, and staff.

These

differences were rooted in the history of museums and were basic to the
essence of museums.

In Museums for a New Century, Commission members

contended that museums can come together as one community, but
certainly did not advocate standardization and the loss of individual
strengths and identities.
There is an emerging sense of community among
museums. . . . There are differences among
museums--some of them superficial, some
fundamental--but the differences seem to make
the community thrive. . . . In fact, we
contend that the healthy future of this
country's museums depend on the recognition
that each institution lends its own variation
to the objectives all museums share. (AAM,
1984, p. 21)
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The Model
The proposed model is a suggested framework that lends itself for
use in different museum settings.

It encourages each institution to

use variations that highlight its own uniqueness, but at the same time,
gives guidelines to accomplish the common mission that all museums
share.
The proposed model is based on an accepted philosophy of museums
that is reflected in the museum component of the model. The education
component and the subject area component are flexible according to each
individual museum's collection, exhibits, and objectives.

It is

believed that, because of these factors, the proposed model can provide
an effective philosophical framework as called for by the Commission on
Museums for a New Century, without demanding standardization of museum
education.
Visually presented, the proposed model is made up of three
overlapping circles. The first circle is the museum component as shown
in Figure 1. Within the museum component there are three essential
elements that are employed during the development and implementation of
any museum education program.

These elements are:

(1) the

presentation of the museum's purpose and its functions; (2) the use of
authentic objects at the center of the museum education experience; and
(3) the use of an interdisciplinary and humanistic approach to
learning.

The elements of the museum component, which reflect the

philosophy of museums, remain the same, regardless of the subject area
that is chosen to be taught.
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Figure 1
The Museum Component Containing
Three Essential Elements
The second circle of the model for teaching in a museum setting is
the education component.
phases:

This component must be looked at in two

(1) how the education component is integrated with the museum

component to create museum education, and (2) how the education
component's methodology is narrowed according to the subject area to be
taught.
The blending of "museum" and "education" into the field of "museum
education" takes careful planning to assure that the identity and
integrity of each is preserved in the blending process.

Visually

presented, the education component circle overlaps the museum component
circle as shown in Figure 2.

Like the museum component, it remains

there, regardless of the subject area taught, as the two components
together create museum education.
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museum

education

Figure 2
The Process of Blending "Museums" and
"Education" to Form "Museum Education"
Once the subject area to be taught is determined, the education
component's methodology narrows and becomes tailored to the specific
field of study that has been chosen.

In order to demonstrate the model

in this professional problem, the education component is narrowed to
the field of art education.
The third component of the model is the subject area component
which joins with the other two components as shown in Figure 3.

This

third component changes depending on the type of museum, its
collections and exhibits, and upon which topic or topics the museum
program focuses.

It may also change depending on the depth or breadth

of the subject area chosen.

In the case of this professional problem,

the subject area to be employed is art appreciation, as defined
earlier in this paper (page 14).
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teaching art
appreciation in
a museum setting

museum education

art education

art museum

Figure 3
The Process of Blending the
Three Components of the
Proposed Model
Although the field of art education and the subject area of art
appreciation are explored in this paper, it does not mean that the
model dealing with them is limited to an art museum setting. Because
the subject area component can be changed, the model is flexible and
adaptable to many different museum settings.
history museum using the model would:

For example, a natural

(1) use the elements of the

museum component, (2) narrow the education component to science
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education, and (3) choose a subject area as broad as ecology which
might include many disciplines such as botany, geology, and zoology,
or a more specific subject area such as plants of the American
Southwest.
The complexity of integrating the two fields of "museums" and
"education," and then effectively teaching a specific subject area,
points to the necessity of a framework to serve as a guide during this
multifaceted process. The proposed model for teaching in a museum
setting provides such a framework while taking into account an accepted
museum philosophy.
Based on this philosophical framework, museum curricula with
appropriate teaching strategies can be developed, implemented, and
evaluated.

The resulting education program will take into

consideration the unique attributes and special needs of the museum
environment and, at the same time, be based on effective educational
methodology.
The Museum Component
The museum component contained three essential elements that when
combined made maximum use of the unique strengths of a museum setting.
Museums originated as collections, and collecting has continued to be a
vital function of today's museums.

Appropriately, the first essential

element in the museum component was the use of objects in the
collection to transmit information and ideas to museum visitors.
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Objects have represented all aspects of the natural world and
man's interaction with this world.

These real objects, each possessing

its own history, have attracted attention quite unlike anything else.
Shannon (1974) suggested that objects have fascinated individuals,
"because they are dealing with the 'mother lode,' the primary media"
(p. 31).
The opportunity to encounter authentic objects has been what sets
museums apart from other educational institutions.

This was

acknowledged in America's Museums: The Belmont Report (1968):
There is a basic difference between schools
and museums, however. This difference lies in
the fact that words are the principal tools of
a school, whereas, objects are the principal
educational tools of a museum, (p. 9)
For the museum educator, these objects have been the tools with which
the learning experience has been built.

Floud (1952) stated that "the

museum's only advantage over the school is that it can provide real
objects, and a visit that does not exploit this advantage to the full
is virtually wasted" (p. 24).
Objects have been at the heart of museum philosophy, but these
mute objects have spoken most effectively to viewers through active
programming efforts.

Russel Nye, Professor of English at Michigan

State University, stated that learning from artifacts has given us a
deeper level of knowledge about ourselves and the world around us.

In

his essay, "The Humanities and the Museum: Definitions and Connection"
published in 1981, Nye stated:
Since the artifact is the museum's reason for
being, let me dwell on it for a moment. An
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artifact is the product of a chain of concepts-a need, an idea, a plan, a product. Once it is
made, it will reflect or influence the behavior
of those who made it and those who use it.
(p. 8)
In recent years, museums have used objects in both exhibits and
education programs to present ideas and concepts. Exhibits and
programs have been developed around concepts and themes where fewer
objects are presented in order to clarify and reinforce selected ideas.
In a section on museums and children in her book. Museums: In Search of
a Usable Future, Wittlin (1970) suggested:
Wherever possible present a topic in comparison
with another one. . . . In the course of my own
experimental exhibitions for pupils of the
seventh and eighth grade, the highest learning
scores occurred when a limited number of objects
were presented as an illustration of a coherent
story, (pp. 238-239)
The object has been a crucial factor in museums and museum
education.

However, as more emphasis was given to the educational

function of the museum, some feared that the long established function
of collecting would recede into the background.

In Introduction to

Museum Work, Burcaw (1983) acknowledged that as society changes, the
role of the museum must evolve and change.

He continued:

To maintain its [the museum's] integrity, however,
it must not waver from its main purpose. No
other institution will preserve significant
objects of the past. If this should cease to be
the main concern of the museum, the museum will
have become something else. (p. 177)
In his book. Priceless Heritage: The Future of Museums, Finlay (1977)
stated:
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Where museums have the advantage over other
institutions concerned with education . . . is
that their stock-in-trade is the real things
which make up creation itself. The museum
must find its fulfilment as a museum, (p. 171)
In a presentation entitled "A Guided Tour of Museum Education,"
given at the National Art Education Association Convention in 1979,
Richard Grove expressed concern for the importance of all functions of
the museum when he stated:
Museums found that education programs constitute
one of the best arguments for public funding.
But the functions of a museum are indivisible
and the fortune of the educator must never
become the misfortune of other museum departments
that happen to have less publicly visible and
less saleable jobs to do. I think it has already
become the task of museum educators not only to
interpret collections and exhibitions, but the
nature of the museum itself, most especially
its less dramatic and glamorous aspects, (p. 17)
Grove's observation of this additional task of museum educators led to
and supported the next element of the museum component.
The second element of the museum component focused on the concern
that museums not only held firm to the functions that made them unique,
but also to strengthen their identities by making the public aware of
the museum's purpose and functions. Teaching about the museum by
continuously integrating information of this kind into the museum
learning experience was the second essential element of the museum
component.
Over the past 20 years, museums have become increasingly
concerned with developing new, and reaching greater, audiences.

In

doing so, however, museums have actually been developing audiences for
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art, for history, for ecology, for a myriad of topics and interest
areas.

However, they have not been developing audiences for museums as

museums—as multifaceted resources.
In Museums for a New Century (1984), Commission members identified
the necessity of teaching people about museums by stating:
People need to know more about museums; they
should understand both the multitude of
functions museums undertake and the vast
variety of the objects, artifacts and
specimens in the aggregate museum collection
that is our nation's common wealth, (pp.
99-100).
In Museums for a New Century, Commission members continued to explore
the issue of making the public more aware of the work that has gone on
in museums across the country when its members observed:
People should recognize, first, the central
role museums collectively play in preserving
our heritage. . . . People should realize too,
that behind the scenes in museums there are
skilled professionals responsible for all they
see when they visit, and much they do not see.
A museum is not just static objects; it is a
human enterprise, inside and out. (AAM, 1984,
pp. 101-102).
A variety of methods have already been implemented in an attempt
to help visitors understand the inner workings of the museum.

Such

methods have included behind-the-scenes tours, conservators working on
objects made visible to the public, and orientation galleries.

Some

natural history and science museums have had object galleries or
discovery rooms.

The Object Gallery at the Florida State Museum

focused on the study of objects--the what, who, when, where, and how.
According to an article by Gabianelli and Munyer (1974) entitled, "A
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Place to Learn," the Object Gallery served a variety of purposes. The
authors stated:
It [the Gallery] has made, and will continue
to make possible, a greater utilization of the
museum's collections. In addition, it is
contributing to a better understanding of the
need for museum collections and the role of
museum curators, (p. 28)
Efforts to integrate education about museums within programs were
documented by Caston in a 1979 article when she stated:
An integral part of the project was the practice
of not only teaching content from the collections
and exhibits . . . but also about a museum and
its functions. As the students moved through the
halls and galleries in an effort to discover and
draw conclusions about their topics, they were
constantly reminded of the special environment of
the museum. For example, they not only examined
exhibits for the information and ideas presented,
but also for the execution of the materials and
natural specimens used. Inquires were made as to
who actually was involved in the exhibit
preparation, from the various curators to the
taxidermist. . . . It was with this goal of
educating the students about the museum that the
team allowed the students to explore the museum
freely during an independent activity. They were
encouraged to interact with guards, hostesses,
curators or any other museum staff, (p. 23)
By sharing the total picture of the museum, the human aspect of
museum work has been exposed, and the museum visitor's frame of
reference expanded.

In this way, museums have developed an audience

that is cognizant of and sensitive to the role of museums in this
society and in their lives.
The third essential element of the museum component was that the
information and ideas, conveyed through the objects, exhibits, and
museum education programs, be presented in an interdisciplinary and
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humanistic manner.

The terms "interdisciplinary" and "humanistic,"

though not considered interchangable, have been used together in this
paper as a team, because one builds upon the other.

Using an

interdisciplinary approach, subjects have been presented, not as
fragmented isolated disciplines, but in relation to one another.

The

reason for teaching with an interdisciplinary approach was that by
discovering relationships between and among disciplines, the student
was in a better position to relate this learning to the human situation
of which he is a part.

Ultimately this type of learning experience

could have been called humanistic as it enhanced a learner's ability to
understand himself more clearly.
Using an interdisciplinary approach to enhance man's understanding
of himself was not a new idea in education, art education, or museum
education.

A number of authors advocated its use.
As children study what all living things have
in common, they discern the relationships
among organisms. Then, as they apply this
principle in integrating their knowledge,
they facilitate the integration of their
own lives. They are on the way to becoming
truly integrated or whole persons. (Fisher,
1978, p. 9)
Integrating curriculum by blurring the
harder edges of the disciplines and revealing
ideas common to all need not violate the
integrity of language arts, math, the arts,
science or social studies, nor make them
less than they are. On the contrary,
encouraging a child to think in terms of
their relatedness increases their values
and gives him a sense of an underlying
unity of experience, purpose, and process,
of which he is a part. (Garritson, 1979,
p. vii)
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Works of art do not spring into being as isolated
phenomena but are created as part of normal human
activity, reflecting the judgments, the taste,
the human evaluations of the artist who conceived
them and often of the times of which they are a
part. (Taylor, 1957, p. 131)
The humanities curriculum integrates many ideals
and disciplines. . . . Instead of fragmentary
presentation of these aspects within the general
curriculum, the humanities course pulls together
threads from these areas and confirms their
natural relationships. (Greenspan, 1980, p. 1)
Museums are repositories of objects, things,
artifacts that enhance our understanding of
ourselves in a special way. The element of
representation sets the museum apart from other
humanistic educational agencies, because museums
interpret us within our environment, never apart
from it. It includes human beings and nature;
it considers not humans alone but how they use
and modify their world; it contemplates humans in
their living places. Thus the museum is a
repository of artifacts that represent the point
at which the cultural and the natural interlock,
the conjunction where humanity and the world
influence each other. (Nye, 1981, p. 7)
Using an interdisciplinary approach in a museum setting provided
learners with an opportunity to explore and participate in human
experience.

By delving into the natural world, students investigated

their own responses to this world.

By examining their own interaction

with the world, they related to other peoples' interactions past and
present.

The approach to this type of learning experience needed to be

interdisciplinary, for life and living for all human beings, past and
present, is interdisciplinary by its very nature.
The three essential elements which were contained within the
museum component served as criteria to be followed in the development
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of museum education programs.

Each element represented a facet of the

philosophy on which museums have been based.

When museum programs have

grown from such elements, these programs highlight each museum's
uniqueness, enabling each museum to accomplish the common mission that
all museums share.
In Museums for a New Century (1984), Commission members set forth
a description of what museums can be.
They [museums] are our collective memory, our
chronicle of human creativity. . . . Museums
represent certainty in uncertain times. As
contemporary life grows more impersonal, people
need to be reminded that there is a continuity
to human existence and the natural and physical
world, and they need a way to connect their own
experience to what is known about the past and
present, (pp. 17-18)
Museum educators can make use of this special resource by creating
programs that have been based on a philosophy that reflects the true
essence of why museums exist and what their role in this society really
is.

In doing so, the programs they have created will help others be

cognizant of and sensitive to this special environment, as well as
having provided opportunities for people to encounter human knowledge,
experience, and values which can in turn enhance their own
understanding of themselves.
The Education Component
Ever since museums accepted their role as educational
institutions, museum curators and educators have tried to develop and
implement good programs.

Early pioneers in the field, such as John
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Cotton Dana and George Brown Goode, served as role models for modern
day museum educators. The collaboration between museums and schools
has helped museums integrate effective teaching methods into the museum
education program.

Working with universities, museums have served as

training grounds for preservice and in-service teachers in the
utilization of museums as cultural resources.

Professional

organizations such as the National Art Education Association have
recently focused attention on the need for educators and museum
educators to learn from each other.
The most recent statistics estimated that there were over 5,500
museums in the United States (Kimche, 1980, p. 53). In Museums USA
(1974), 93% of all museums were said to offer some type of school
programs (NEA, p. 37). Considering these statistics and the fact that
most museums have many different program offerings, a conservative
estimate of the number of individual museum education programs would be
into the tens of thousands.
It was, therefore, a seemingly impossible task to identify an
across-the-board method for determining exactly what museum education
is.

What was taught, how it was taught, who taught it, what materials

were used, how much time was spent on any given topic, and how it was
evaluated all varied from museum to museum.
museum education programs was enormous.

The resulting diversity of

This observation was

illustrated by the publication. The Art Museum as Educator (1978),
which attempted to document museum education programs in art museums
during a given year.

The documentation process covered only art
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museums.

After an initial survey of many art museum programs, 103

programs were described in detail.

Authors Newsom and Silver (1978)

stated that they wanted to "try to define the field better and to give
both educators and policy makers a realistic picture of what museums
are doing and, perhaps, what it is possible for them to do" (p. 3 ) .
This limited survey resulted in a publication of 830 pages.
As pointed out earlier in this paper, each museum has its own
individual identity, and each museum's programs are, and should be,
different from the museum across the street or across the country.
Recognizing this fact, the proposed model did not call for a
standardization of museum education or how museum education programs
were developed, implemented, and evaluated.

The education component

did not outline a specific set of criteria to be followed, although it
did call for museum educators to be aware of and use sound educational
methods.
Incorporating more effective teaching methods into museum
education programs has been done in the past.

The following three

examples illustrated this:
1.

A museum educator must be sensitive to the audience served.
chapter entitled, "Aims and Methods in Art Museum Education,"
Thomas Munro (1956) pointed this out.
There is considerable diversification in regard
to methods of teaching and psychological approach.
A mode of presentation which would be adequate
for a college student of art history would be
quite unsuitable for a class of young children
or for a group of casual museum visitors. In the
case of the youngest visitors, the teacher has to

In his
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be careful not to strain their span of attention
by too long or prosaic a talk, or by staying too
long before one object. . . . The same teacher
may talk much more abstractly, technically, and
at length to a group of advanced university
students, (p. 342)
2.

The fallacy of using lecture, exclusive of all other types of
presentation techniques, was pointed out by Murphy (1970) in an
article entitled, "What You Can Do With Your Education Department."
Phrased in the adage, 'You can lead a horse to
water but you can't make him drink,' the
collection is the water, the public (with due
respect), the horse. A misused education
department simply points at the water saying,
'Here is water, it is five feet deep, 20 feet
across and it is wet.' But a good education
department induces a thirst, (p. 16)

3.

How the museum educator selected and organized the content to be
presented was of utmost importance.

In the distant past, selection

and organization of content was not a consideration.

The students

simply came to the museum and were herded rapidly past everything
on exhibit.

Williams (1974) focused attention on this issue while

giving guidance to museum educators.
Remember that you are not in one brief hour
responsible for teaching history, social studies
or art. That is the primary responsibility of
the classroom teacher who has an entire year to
work with the students. . . . Do not try to do
too much. Select four or five objects to examine;
choose one or two themes to prove in looking at
the objects. Leave the class while it still
wants more rather than when it has reached the
point of exhaustion, (p. 45)
Unlike the museum component, the education component of the model
did not specifically identify certain elements that should be followed
in program development.

However, there were existing educational models
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with specific elements for developing the teaching plan or curriculum.
In Curriculum Development, Taba (1964) outlined these elements:
All curricula, no matter what their particular
design, are composed of certain elements. A
curriculum usually contains a statement of aims
and of specific objectives; it indicates some
selection and organization of content, it either
implies or manifests certain patterns of learning
and teaching, whether because the objectives
demand them or because the content organization
requires them. Finally, it includes a program
of evaluation of the outcomes, (p. 10)
Chapman's suggested teaching plan called for six basic questions to be
answered when programs were being planned.

In "The Future and Museum

Education," Chapman (1982) applied these six questions specifically to
museum education program planning.

She stated that, regardless of the

setting, the following six questions must be addressed by the museum
educator:
Why. Determine your aims. Why are you attempting
to educate the visitor? In answering this question
you must decide why you think an exhibit, a tour or
a lecture is worth presenting and what it should do
for the person you wish to educate. This is the
entry point for identifying the specific attitudes,
skills or knowledge that you hope to impart.
What. Determine the content. Pinpoint the subject
matter to be given prominence. What topics, ideas,
concepts and themes will you emphasize? And for
which exhibitions?
How. Select the teaching materials for their
educational value and relevance to the content and
themes you have identified. In almost every case,
organize the materials to involve the visitor as
more than a passive recipient of impressions.
When, To whom. In organizing the materials and
activities, consider the audience--their interests,
skills and misconceptions. Consider the context
of the encounter--its location and placement in a
series of other events. If possible, develop a
prototype or conduct tryouts in order to test and
refine the display or activity.
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To what extent. Evaluate your effort in order to
determine what kind of educational experience (if
any) has been provided. The quality of educational
programs must be evaluated. (Chapman, 1982, p. 52)
Regardless of what formula the museum educator uses to devise a
teaching plan, models such as the ones outlined by Taba and Chapman
exist.

These educational models can be adapted by the museum

educator, depending on their own individual museum setting and how that
museum chooses to serve its community.
The education component serves as a vital and equally important
part of the model.

As such, its purpose is to require the museum

educator to identify (either from existing educational models or
develop their own) and follow a teaching plan that will result in sound
and appropriate educational outcomes.

Strict attention must be given

to the education component before "museums" and "education" can be
properly blended into museum education.
The Subject Area Component
The subject area component was the most flexible component of the
model and offered the museum educator an unlimited number of choices.
However, in choosing the subject area to be presented, the museum
educator had to consider two factors.

First, the content selection

had to grow out of the museum's strength--its collection.

When

programs were being developed, the museum educator had to be familiar
with the collection, making selections so that the concepts and themes
of the program could be best illustrated.

It has already been pointed
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out that, by limiting the scope of a program and focusing on selected
objects, more effective learning took place.
During this selection process, other museum professionals such as
curators could be used as team members in the planning process.

Their

expertise would assure factual accuracy which was essential if museum
education programs, especially ones for young children, were to be
taken seriously as educational experiences.
Second, when choosing the content to be presented during a
program, the museum educator had to be aware of the audience's needs
and interests.

This professional problem was limited to museum

education programs designed for a specific audience--school children.
By relating the museum education program directly to the school
student's curriculum, the museum visit had a direct connection with
what the students were currently exploring.

The students were more

knowledgeable about the topic and became involved in the museum visit
more easily.

Often the exploration of authentic objects made the

classroom book learning more meaningful.
Choosing content that was related to the school's curriculum was
beneficial; however, it also had its drawbacks.

If held too rigidly to

the existing school curriculum, museums became mere extensions of the
formal classroom.

However, when museum visits were used to expand the

school curriculum, students were given the opportunity to learn in a
different way--through objects.

Disciplines were able to be freely

crossed, as museum programs did not have to be limited to one
particular classroom subject.

These considerations presented the
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museum educator with the challenge of making the museum visit relevant
to school children, but, at the same time, used the museum's unique
capabilities to broaden the students' horizons.
Summary
The proposed model was based on an accepted philosophy of museums
that was reflected in the elements of the museum component of the
model.

By following the three elements identified within the museum

component during the development of museum education programs, museums
would be able to maintain their identities as unique educational
resources.
The education component, by its equal status within the model,
required that serious consideration be given to the proper use of
educational methodologies during the development of all museum education
programs.

A teaching plan, regardless of which existing model was used

and/or adapted, was necessary to ensure the proper blending of "museums"
and "education."
The subject area component was designed to be flexible according to
each individual museum's collections, exhibits, and objectives.
Consideration was also given to the needs and interest of the museum's
chosen audience.
The three components, each containing special elements and
considerations, were brought together to form a model for teaching in a
museum setting.

The resulting model provided an effective philosophical

framework for all types of museum education programs.

CHAPTER V
APPLICATION OF THE MODEL
A museum education program based on the model was implemented and
tested in a museum setting using, at times, art education as the
education component and art appreciation as the subject area component.
Over a period of one year, 500 sixth and seventh grade students
enrolled in the Allegheny Intermediate Unit's Gifted and Talented
Program in Pittsburgh, Pennsylvania, participated in a project
entitled, "Humanities Through Art," conducted in the Carnegie Museum of
Natural History and The Museum of Art, Carnegie Institute.
The Narrative Report of Accomplishments submitted to the National
Endowment for the Humanities (funding for the Project was from NEH) by
the Allegheny Intermediate Unit and Carnegie Institute in March of 1979
reported:
Paralleling the implementation of the Humanities
Through Art Project has been the development and
testing of a philosophical approach to teaching
in museums. A specific set of criteria was
outlined and applied to the Humanities Through
Art Project, which formed the philosophical base
for the development of a teaching model in
museums, (p. 30)
A written curriculum of the Project entitled, "Exploring
Humanities in a Museum Setting," was produced and disseminated.

The

curriculum contained two teaching units, one designed for sixth graders
and one designed for seventh graders (Caston, Cunningham, Evert, and
Rose, 1979).
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The seventh grade unit, "Integration of Artistic and Scientific
Principles," is presented in this Chapter.

It is presented only

because it serves as an illustration of how the model was implemented
in a museum setting.
The development of a curriculum was not the intended outcome of
this professional problem.

It was a working curriculum that provided

an opportunity to field test, modify, and clarify the final model for
teaching in a museum setting.

The unit presented in this Chapter was

not modified significantly based on any extensive evaluation.

It is,

therefore, not presented as an exemplary curriculum unit.
Project Description
Seventh grade students studied a unit entitled "Integration of
Artistic and Scientific Principles."

Students were presented with

information concerning many of the artistic and scientific principles
in painting, sculpture, architecture, literature, and music and were
encouraged to draw interrelationships between the principles involved.
Led by two museum teachers, the students were divided into small
groups, usually 12 to 15 students, to ensure as much individual
attention as possible.

Each group spent four entire school days, about

five hours each day, involved in the museum experience.
In the museum classroom and on the gallery floors, an inquiry
approach was used as the method of instruction.

Key questions posed by

the instructor were the means for eliciting student discussion and
formulating conclusions.

Examples of these questions were listed in

the procedural outline of the curriculum.

These were only samples of
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questions, as consideration of divergent responses was always
important.
In addition to the museum instructional program, supplementary
activities were suggested as enrichment exercises for the students.
These activities were completed independently or as part of a
classroom activity.
An integral part of the project was the practice of not only
teaching content from the collections and exhibits in the two museums,
but also teaching about the museums and their functions.

As the

students moved through the halls and galleries in an effort to discover
and draw conclusions about their topics, they were constantly reminded
of the special environment of the museum.

For example, they not only

examined exhibits for the information and ideas presented, but also for
the execution of the materials and natural specimens used.

Inquiries

were made as to who actually was involved in the exhibit preparation,
from the various curators to the taxidermist.
In the course of their museum experience the students were
introduced to a docent.

Usually the docent shared some of his/her

expertise in the specific area being discussed.

It was with this goal

of educating the students about the museum that the team allowed the
students to explore the museum freely during an independent activity.
They were encouraged to interact with guards, hostesses, curators or
any other museum staff who were on the floor.
In addition to the museum teaching team, who presented the
students with concepts and reinforced the ideas continually in the
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museums, many others were invited to participate in the day's
activities.

A variety of museum and Allegheny Intermediate Unit

staff, as well as parents of the students, participated in the
activities. The Allegheny Intermediate Unit teachers who accompanied
their students were involved in in-service training prior to their
visits.
Evaluation of the project was of utmost importance.

The

evaluations used were developed by an Allegheny Intermediate Unit
evaluator and the museum staff, with special consultation from the Art
Education Department at the University of Pittsburgh.

The majority of

the evaluation was a pretest and a posttest instrument that focused on
measuring cognitive gains as well as attitudinal changes concerning the
museum.

Also each student completed a short evaluation form at the

conclusion of each day.

The parents, teachers, and administrators were

also encouraged to complete a special evaluation as to their
observations and feelings about the effects of the project on their
children.
Information gathered from the pretest and posttest instruments
allowed the staff to monitor the degree of success in reaching the
overall project's unit goals.

Results from the shorter evaluation

instruments provided staff members with information that was used to
modify the program activities accordingly throughout the year.
Evaluation of the evaluation instruments also occurred.

Students

indicated that they felt "overevaluated" by the length of the
evaluations.

Based on this information, the instruments were

81
shortened.

Copies of these evaluation instruments are found in the

Appendix.
Seventh Grade Unit Format
The seventh grade unit, "Integration of Artistic and Scientific
Principles," contained a statement of overall unit goals. The unit was
divided into four lessons and each lesson contained concepts,
instructional objectives, and a procedural outline.

Each procedural

outline included selected topics, activity location and instructional
materials, example discussion questions, and suggested supplementary
activities.
In each procedural outline, as presented in the following pages,
numbers were used to indicate sequence of the lesson.
used to indicate the following:

Letters were

A for selected topics; B for activity

location and instructional materials; C for example discussion
questions; and D for suggested supplementary activities.

When more

than one topic, location, question, etc., was used, it was indicated by
an additional number immediately after the letter, e.g. Al, A2.
Unit Goals
By studying interrelated aspects of the artistic and scientific
principles found in painting, sculpture, architecture, literature, and
music, the students will realize that relationships do exist between
art and science.

The students will become aware of the occurrence of

these principles in the natural world and how man, throughout the ages
and from various cultures, has responded to that world.

The students
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will also explore their own responses to natural and manmade objects
and become aware of these principles as they relate to their own lives.
These ideas will be presented by utilizing the staff and
resources of Carnegie Music Hall, Carnegie Museum of Natural History,
and the Museum of Art, Carnegie Institute.

By direct involvement with

personnel and collections, students will become cognizant and sensitive
to the possibilities of utilizing the museum as a life-long learning
resource.
Lesson One:

Elements of Art

Concepts:
1. The elements of art are color, line, texture, and shape, which when
used by an artist may or may not produce perspective, and are used
by artists to create paintings with various subject matter.
2.

The same elements are observable in the natural world and have been
and continue to be inspiration for artists.

3.

Because of numerous influences, such as religion, economics,
scientific discoveries, etc., the use of these elements varies
through time and among cultures.

4.

The functions of a museum are collecting, research, and
interpretation. There are special museum professionals who perform
these functions.

Instructional Objectives:
1. Students will demonstrate an understanding of the elements of art
by doing at least two of the following:
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a.

defining art terms such as color, line, texture, shape, and
perspective;

b.

finding and presenting to the group a painting with
perspective and without perspective;

c.

finding and presenting to the group paintings representing
a variety of subject matter;

d.

given a representative selection of paintings, analyzing
each with reference to the elements of art.

2.

Students will demonstrate an understanding of influences of the
natural world, culture, and time period on various artists by:
a.

giving examples of how color, line, texture, and shape can
be found in the natural world;

b.

choosing two paintings, one realistic and one nonobjective,
and speculating as to how the natural world might have
inspired the artist;

c.

choosing an early (14th-16thC) painting and a later painting
(18th-20thC), and describing how an influence (religious,
political, scientific, etc.) caused the use of the
principles to vary;

d.

choosing two paintings from two different cultures and
describing a cultural belief which may have caused the
artist to vary his use of the principles.

3.

Students will demonstrate an understanding of the integration of
artistic and scientific principles in paintings by observing and
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drawing their immediate natural and manmade environment applying
ideas discussed in the day's lesson.
4.

Students will demonstrate an understanding of the museum and its
functions by:
a.

naming three methods of acquiring paintings for the museum;

b.

given the proper definition of curator, naming various duties
that the curator undertakes.

Procedural Outline:
1. A . Students and staff relate a "New and Good" about themselves as
an introductory exercise.
B . Museum classroom.
C . What is something new and good that has happened to you in the
past week?
2. A . Students are introduced to the functions of a museum and the
professionals who perform these functions.
B . Museum classroom.
C . What is your definition of a museum?
works in a museum?
Dl.

Do you know anyone who

What is their job?

While exploring the museum, interview any personnel.

Record

information in a notebook.
D2.

Plan and present a TV talk show with the featured guests being
museum personnel (students role-play various parts).

3. A . Students are introduced to the elements of art and how elements
are used in composition and in the creation of perspective.
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B . Museum classroom.

Charts and diagrams presenting types of

compositions.
C . Describe different kinds of lines and textures.
different colors make you feel?

How do

Is this composition balanced?

How do the lines create perspective?
Dl.

Draw a landscape using the elements of art to create
perspective.

D2.

Interview an adult.

Have them describe their favorite

landscape. Draw their description, applying the elements of
art.
D3.

Select examples of line, texture, color, shape, and perspective
from magazine pictures.

4. A . Students apply the art elements used by artist to their own
environment.
B . Museum classroom.
C . How would you use line, color, texture, and shape when deciding
how to decorate your bedroom?

How do color, line, texture, and

shape influence your manner of dress?
D . Using art elements and applying artistic and scientific
principles, observe and draw your immediate natural and manmade
environment.
Students apply what they have learned about elements of art while
touring the art galleries and participating in discussions as they view
paintings such as:

Frances Traini, Allegorical Representation of the

Crucifixion with S. S. Andrew and Paul, c. 1350-60; Nicola di Maestro
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Antonio d'Ancona, Madonna and Child Enthroned with S. S. Leonard,
Jerome, John the Baptist, and Francis, 1472; Benjamin West, Venus
Lamenting the Death of Adonis, 1786; Edward Hicks, The Residence of
David Twining in 1784, c. 1845-48; Pierre Auguste Renoir, The Garden
in the Rue Cortot, Montmartre, 1878; Albert Bierstadt, Farallon Island,
c. 1887; Vincent Van Gogh, The Plain of Auvers, 1890 and Le Moulin de
la Galette, c. 1886-88; Paul Gauguin, Landscapes with Three Figures,
1890; Paul Cezanne, Landscape Near Aix, the Plain of the Arc River,
c. 1892-95; Paul Signac, Place deLices, St. Tropez, 1893; Claude Monet,
Nympheas (Water Lilies), 1920-21; Willem de Kooning, Woman VI, 1953;
Mark Rothk, Yellow, Blue on Orange, 1955; Franz Kline, Siegfried, 1958;
and Sidney Nolan, Glen Rowan, 1966.
5. Al.

Students identify the elements of art, analyzing how they are
used.

A2.

Students note how human emotions can be excited or soothed by
manipulation of line, texture, color, shape, and choice of
subject.

A3.

Students discuss the use of art elements by artists throughout
various centuries.

B . Museum of Art.
CI.

How did the artist use line, color, texture, and shape?
us about his composition.

Is it balanced informally?

Tell
What is

the center of interest?
C2.

How does the painting make you feel?
trying to say?

What was the artist

What if he had used blue instead of red?
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C3.

Do you prefer works by the 18th century primitive artist or by
trained artists?

What are some of the differences?

Why do you

like a particular style?
6. Al.

Students are introduced to the scientific principles involved
in color and perspective.

A2.

Students discuss the influences of the scientific principles on
the artist and how they effect the creative process.

B.

Museum of Art.

CI.

How is movement created by the artist?

Is the selection of

colors and their placement important?
C2.

How do you think the invention of the camera influenced
artists?

How are the scientific properties of light used by

the artist?
7. Al.

Students discuss the day's activities, forming conclusions
about the artistic elements and paintings.

B . Museum classroom.
C . What would art be like if artists did not express their
individual feelings through their works?
Lesson Two:

Sculpture and Architecture

Concepts:
1.

The elements of art, color, line, texture, and shape, apply to
sculpture and architecture.

2.

Relationships exist between natural forms and sculptural and
architectural forms in the manmade world.
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3. The sculptor and architect must consider the physical properties of
the medium they choose to use.
4. The use of the elements of art in sculpture and architecture varies
through time and culture because of numerous influences.
5.

Color, line, texture, shape, and the use of perspective are
considered by the exhibit designer in the preparation of museum
exhibits.

Instructional Objectives:
1. Students will demonstrate an understanding of sculpture by doing at
least two of the following:
a.

identifying the art elements of color, line, texture, and
shape in a piece of sculpture;

b.

pointing out examples of sculpture that indicate the artist was
influenced by natural forms;

c.

listing the types of media and their appropriateness for
different types of sculpture and finding examples;

d.

identifying two influences, such as religious, political,
scientific, and cultural, that might have affected the finished
piece of sculpture and pointing out examples of sculpture as
illustration.

2.

Students will demonstrate an understanding of architecture by doing
at least one of the following:
a.

recognizing and pointing out examples of where color, line,
texture, and shape were applied to enclosed space;

b.

Finding examples to show the relationship of structural
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necessities to external demands, in particular to illustrate
the integration of the structure into the surrounding
environment, the materials available, and the level of
technology.
3. Students will demonstrate an understanding of the integration of
artistic and scientific principles in sculpture and architecture
by:
a.

observing in their immediate environment the structural support
principles employed in bridge construction and presenting this
information to the class;

b.

observing and noting architectural styles and sculptural
details of their own homes and presenting this information to
the class.

4.

Students will demonstrate an understanding of the museum and its
functions by:
a.

comparing various exhibits and noting the exhibit designer's
consideration for the elements of color, line, texture, shape,
and the use of perspective in preparing museum exhibits;

b.

comparing and contrasting an old and new exhibit of animal
habitat groups and noting how the taxidermist's knowledge of
scientific principles affects the artistic outcome.

Procedural Outline:
1. Al. Students view exhibits in Carnegie Museum of Natural History
and are introduced to the process of preparing these
exhibits.
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A2.

Students discuss the artistic and scientific principles
involved in taxidermy and how they are used in museum exhibits.

Bl.

Mammal Hall.

Camel Driver Exhibit made in 1869.

B2.

Mammal Hall.

Elk Diorama made in 1976.

CI.

Do you think this is a realistic interpretation?

C2.

Do you think this is a realistic interpretation?

What do you

think might effect the different ways that taxidermists and
exhibit designers can get this final result?
Dl.

List the differences noticeable in museum exhibits prepared in
1860s and the 1970s.

D2.

Make a chart outlining those sections of a museum responsible
for the preparation and accuracy of a specific diorama.

2. Al.

Students examine structural forms in the natural world by
viewing the outer shell and the skeleton of an Ice Age buffalo.

A2.

Students study a dinosaur skeleton, discussing form and
function in relation to locomotion, proportion, balance, and
support.

A3.

Students compare post and lintel and vaulting architectural
construction to animal bone structures.

Bl.

Museum of Natural History.

B2.

Dinosaur Hall.

B3.

Hall of Architecture and Hall of Decorative Arts.

CI.

How many different possibilities are there for the structure
under the skin of this buffalo?
from looking at the outer shell?

How can you determine this
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C2.

Why do you think the dinosaur's legs are where they are?
What would happen if the legs were out like a grasshopper's?

C3.

Why do you think the columns are distanced the way they are?
What similarities are there between these columns and the
dinosaur's legs?

Dl.

Select a bridge.

Analyze the construction of it in terms of

form and function.
D2.

Sketch the skeleton of a mammal or reptile and a bridge
construction.

Compare the form and function of each.

3. A . Students examine a range of sculpture including an early
Chinese piece, a large Egyptian stone, and a welded
contemporary steel piece, noting sculptural details and
styles.
B . Museum of Art.

The Kneeling Man, Late Dynasty Period (1085-

332 B.C.); Head of Buddha, Northern Wei Dynasty, (A.D. 46575); and David Smith, Cubir XXIV, 1964.
C . What elements of art can you point out in these pieces?

Is the

round or relief sculpture more effective?
D . Locate, identify, and record examples in your neighborhood of
sculptural detail and styles in architecture.
4. A . Students are introduced to the artistic and scientific
principles used in the creation of enclosed space, by
discussing vaulting and support and post and lintel
construction.
B . Architecture Hall.

92
C . How are the elements of line, texture, color, and shape used?
What kind of mood is created by large enclosed spaces?

What

architectural principles make this possible?
D . Locate, identify, and record examples of post and lintel
construction in your neighborhood.
5. A . Students tour Carnegie Institute's buildings viewing them as
architectural and sculptural expressions.
B . Ornate Edwardian Carnegie Music Hall foyer.
C . How do you feel standing here? Would the people who built and
decorated this interior have to be both artists and scientists?
6. A . Students examine a live bull snake and models of a poisonous
snake's skeleton and head.

Discuss herpetology and its

function in a museum.
B . Museum classroom.
C . What can you say about the snake's form and function?

Suppose

you were a herpetologist, how could your knowledge and skills
be used in a museum?
7. A . Students review the day's activities, drawing conclusions about
what part artistic and scientific principles play in the making
of sculpture and architectural structures.
B . Museum classroom.
C . Does the form used and the materials used say anything about a
culture's ideas and needs?
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Lesson Three:

Literature and Music

Concepts:
1.

Influenced by myths and legends, important aspects in the study of
man's culture can be recognized in music, as well as the art forms
of painting, sculpture, and architecture.

2.

Myths and legends vary through timeand from culture to culture.

3.

Literature can be transformed into another art form--music.

4. Man has developed a variety of musical instruments to augment the
most basic musical instrument, his voice.
5. Musical instruments vary from culture to culture and usually
reflect the materials available to the culture and the level of
technology reached by the culture.
6.

Scientific principles must be considered in determining the form
and function of a musical instrument and the sound it may produce.

7. The museum's collections form the basis for the study of past
cultures and the continual study of present day cultures.
Instructional Objectives:
1. Students will demonstrate an understanding of literature, in
particular myths and legends by:
a.

analyzing the subjects of various paintings, sculpture, and
architecture and noting the influences of myths and legends
on the art works;

b.

comparing and contrasting early cultural influences of myths
and legends on art works and artifacts and citing specific
examples from the Egyptian and Greek cultures.

94
2.

Students will demonstrate an understanding of music, in
particular musical instruments, by:
a.

citing an example of literature being transformed into the art
form of music;

b.

pointing out a variety of musical instruments and noting
differences between the instruments of different cultures, of
the materials used, and the level of sophistication;

c.

experimenting with their own voices as a musical instrument
and noting how knowledge of anatomy, their form, determines
the outcome of the sound.

3.

Students will demonstrate an understanding of the integration of
artistic and scientific principles in music by:
a.

examining and experimenting with a musical instrument to
determine how form and function relate to the music it
produces;

b.

creating a musical instrument which uses readily available
materials and applies principles discussed in the day's
lesson.

4.

Students will demonstrate an understanding of the museum and its
functions by:
a.

examining a musical instrument in the museum's collection and
arriving at some conclusion about a particular culture's
environment and level of technology;

b.

listing possible conclusions that an anthropologist in the
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future might determine from discovery and examination of one of
their homemade musical instruments.
Procedural Outline:
1. A . Students are introduced to ancient Egyptian mythology and
discuss its influence on the painting, sculpture, and
architecture of a civilization.
B . Egyptian Room, Museum of Natural History.
C . Why do we see a lot of animals and animal forms in these
pieces?

If you were able to take on the powers of a certain

animal, which animal would you choose?

Could your adventures

become a legend?
D . Write a description of yourself if you could take on the form
of any animal.
2. A . Students examine a Western interpretation of the Greek myth of
"Venus and Adonis."
B . Benjamin West, Venus Lamenting the Death of Adonis, 1786,
Museum of Art.
C . How does the painting tell the story?

How did the artist use

the elements of art to make you feel the drama of the story?
D . Choose a modern legend from your culture and present it in an
essay or poem.
3. A . Students discuss the various forms of literature and note how
these stories are put into another artistic form, music.
B . Museum classroom.
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C . Have you ever heard a ballad?

Does rock music tell stories?

How about country and western music?
D . Take your modern legend in written form and put it to music.
4. A . Students examine a musical instrument, a dulcimer, and listen
as a Museum staff member demonstrates it.
B . Museum classroom.
C . How does the instrument's form affect its function?

Does the

material used affect the sounds that it produces?
D . Applying the artistic and scientific principles discussed,
construct an instrument from any available material and share
it with the class.
5. A . Students review the day's activities, drawing conclusions about
how literature and music are related to each other and to other
art forms.
B . Museum classroom.
C .

Is there an underlying structure to all art forms?

Lesson Four: Application of
Principles by a Specific Culture
Concepts:
1.

Interrelationships exist between and among painting, sculpture,
architecture, literature, and music of any culture.

2.

Museums provide a setting for the interpretation of a culture's
artistic and scientific principles.

3.

Museums are important resources for continual study and
contemplation of cultures past and present.
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Instructional Objectives:
1. Students will demonstrate an understanding of the
interrelationships between art forms and cultures by:
a.

examining the art forms of a specific culture and explaining
the interrelationships of one art form upon another;

b.

identifying the cultural elements that affect the artistic
expression found in the art works and determining the
scientific principles considered in creating the art works.

2.

Students will demonstrate an understanding of the museum and its
functions by:
a.

examining label copy in a museum exhibit and identifying the
methods used by the exhibit designer and curator to interpret
information about a culture;

b.

interviewing museum staff members and noting the variety of
educational possibilities at museums that are available to them
throughout their lives.

Procedural Outline:
1. A . Students demonstrate the musical instruments they created and
discuss how an art form illustrates a culture.
B . Museum classroom.
C . How do the purposes of art, the materials available, and the
level of technology affect the final product of the artist in a
particular culture? What does your instrument tell us about
our culture?
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2. A . Students examine the painting, sculpture, architecture, music,
and literature of the North American Indian.
B . Indian Room, Museum of Natural History.
C . What do the pottery designs represent to you?

How were

scientific principles involved in the creation of the pots?
What does the material used tell about the environment?
3. A . Students discuss the environment, religion, way of life, and
technology of the North American Indian culture and how these
factors affect their art forms.
B . Indian Room, Museum of Natural History.
C . How does the environment affect materials used in architecture?
How does one's way of life affect the kind of house that is
built?

How does one's environment affect the shape? Do the

decorative art forms that they use mean something? Do they
tell a story, a myth, or a legend?
4. A . Students review the day's activities, drawing conclusions about
the many factors that affect the final artwork, and discuss how
museums helped them discover these answers.
B . Museum classroom.
C . Name all of the factors that influence a culture's art?

If the

Indians of the Southwest traded places with the Eskimos how
would their art forms be affected?
D . Choose an art form that we have studied.
museum experience through that art form.

Tell about your
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Summary
The seventh grade unit demonstrated how the model was applied at
Carnegie Institute using the unique resources found in the Museum of
Natural History and the Museum of Art.

It provided an example.

However, the written curriculum was not intended as the result of this
paper.

The professional problem confronted here was developmental, not

experimental.

Therefore, evaluation was not conducted and statistical

results were not collected and analyzed to support the contention that
this model was more effective than another.
The Humanities Through Art Project, the curriculum, and the
evaluation served as an opportunity to implement and field test a
preliminary model developed by the author.

Based on observations and

practical experience, the preliminary model was refined.

In the

preliminary model, most of the emphasis was on the development of the
museum component.

The final form of the model, presented in this

dissertation, further clarified how the education component and the
subject area component were identified as separate components to be
integrated within the overall model.

CHAPTER VI
SUMMARY AND RECOMMENDATIONS
The rationale for addressing this professional problem is based on
the contention that, even though there are currently thousands of
museum education programs in operation, no philosophical framework for
developing, implementing, and evaluating these programs exists.

This

statement is supported by the lack of relevant literature on models for
teaching in a museum setting, as described in Chapter I. The rationale
is further supported by the findings of the most recent (1984) and
extensive study conducted by the American Association of Museums'
Commission on Museums for a New Century and the Getty Center for
Education in the Arts' report by Eisner and Dobbs in 1986.
The premise of this paper is that, in the practice of museum
education program development, "the cart (implemented programs) has
continually been put before the horse (philosophical model for teaching
in a museum setting)."

As a result, museum educators often do not

properly blend "museums" and "education" into sound museum education.
Such programs tend to be unbalanced, leaning either too far in one
direction or the other.

Some programs may effectively utilize the

museum collection and environment, but suffer from inappropriate
teaching methods. On the other hand, some programs may be structured
with effective educational methods but ignore the unique attributes and
needs of the museum setting.
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The result of the study described in this paper is a proposed
model for teaching in a museum setting.

The museum component of the

model reflects an accepted philosophy of museums, one that is rooted in
the history of museum development.

An understanding of the historical

development of museums is imperative if the museum educator is to
integrate "museumness" into museum education.
The education component and the subject area component of the
model are highly flexible.

In order to demonstrate properly how these

components are integrated into the model, art appreciation as a part of
art education is focused on as the subject area.

Regardless of what

subject area is the focus of a particular museum education program, an
understanding of the historical development of that particular field is
imperative.
Unlike the field of museum education, other educational fields
have already developed "the horse and the cart."

As a result, museum

educators can look to fields such as art education for existing models
for the development of the teaching plan to be used as the education
component.

Armed with this knowledge, the museum educator can then

develop museum education programs that properly integrate "education"
into museum education.
The three-component model, with its outlined elements and special
considerations, requires that the museum educator fully understand the
overall field of museums, as well as the particular education field and
the subject area that has been chosen for a particular museum education
program.

The model identifies and describes "the horse." Why, how.
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where, and when "the cart" goes is up to each individual museum
educator to decide.
Recommendations
In this paper, discussion is limited to museum education programs
for school age children.

The proposed model could, however, be used to

develop, implement, and evaluate museum education programs for all
learners in museums, regardless of age.
According to Commission members in Museums for a New Century
(1984),
Adult participation in education programs has
increased significantly. Adult education is
the fastest-growing type of education today,
and education is the most common adult
discretionary time activity outside of the
home. (p. 25)
As increasing numbers of adults look for serious opportunities to
learn, both as individuals and as families, museums are ready and
willing to serve them.
The development of museum education programs designed especially
for adults has increased over the past few years, encouraged by funding
agencies such as the National Endowment for the Humanities (NEH).

In

the late 1970s, NEH initiated and funded several museum programs called
Lifelong Learning at museums, such as Carnegie Institute, the Field
Museum of Natural History, and the Indianapolis Museum of Art.

In

1980, NEH funded a series of seminars for museum professionals on the
subject of Lifelong Learning in the Humanities, which resulted in the
publication of Museums, Adults and the Humanities.
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With this emphasis on adult education in museums, it is
recommended that the proposed model be used in the development,
implementation, and evaluation of these programs.

Even though adult

programs are often not as structured as school programs, it is
believed that the same guidelines outlined in the model would be
effective for identifying appropriate teaching methods for adults.
It is further believed that the proposed model could be utilized
in the area of museum exhibits. A large body of literature exists on
methods for planning and evaluating museum exhibits.

For example,

Borhegyi's 1963 article "Museum Exhibits: How to Plan and Evaluate
Them," Screven's 1976 article "Exhibit Evaluation—A Goal Reference
Approach," Shettel's 1973 article "Exhibits: Art Form or Educational
Medium," and Ramsey's 1974 article "Learning and Exhibits: Space for
Learning" focus attention on planning and evaluating museum exhibits.
Recently, attention has been focused on the need for museum
educators to participate with museum exhibit designers in the selection
and design of exhibits. The Commission on Museums for a New Century
recommended that museum educators collaborate in exhibit production in
order to assure that the educational function is integrated into the
exhibit aspect of museums.
It is, therefore, recommended that the proposed model be used in
the development of museum exhibits as an educational medium.

The

model's guidelines could be utilized to assure that an exhibit is
effectively interpreted for the museum vistor.
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In order to demonstrate the model in this dissertation, art
education and art appreciation are used as the education component and
the subject area component.

This does not mean that the model is for

use exclusively within art museums.

Because of the flexibility of the

components, any subject area can be presented in all types of museum
settings.
As it was pointed out earlier, the why, how, where, and when of
program development, implementation, and evaluation is decided by the
individual museum educator.

The resulting museum education program is

built on the individual museum's collections, exhibits, and staff
expertise.

Such a program reflects that particular museum's uniqueness

and how it chooses to serve its unique community.
The model serves as a framework built on an accepted philosophy of
museums.

It provides guidelines to be followed that require well

thought-out programs that properly blend "museums" and "education."
However, it also encourages variety.

It is, therefore, recommended

that museum educators, from all types of museums with diverse
collections, consider the model as a philosophical framework.
This has already been done in an historic house museum in
Richmond, Virginia.

Working for the Maymont Foundation, the author

assisted the museum educator on staff in developing, implementing, and
evaluating programs, both for children and adults.

In 1981, the

results were disseminated in a publication entitled. Environment for
Learning: The Historic House Museum.
it is stated:

In the Preface of the publication
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The foremost responsibility of an historic
house museum is to care for the structure and
the collection contained therein. Because such
institutions are public trusts, it is their
further responsibility to exhibit and interpret
for the public the significance of the structure
and the collection. The Dooley Mansion, its
decorative arts collection, and the historical
totality of Maymont represent particular trends
in late nineteenth century American culture,
and as a museum, it is our commitment to not
only preserve, but to educate the public as to
the historical significance of Maymont.
(Maymont Foundation, 1981, p. 1)
The proposed model was used to identify this philosophy and to develop
museum education programs that stated, in written form, the purpose,
concepts, and objectives of each program, as well as the procedural
outline and evaluation techniques to be used.

The model served as a

framework but in no way limited the type of programs that were
developed specifically for that one historic house museum.
Finally, it is unfortunate that studies comparing the
effectiveness of the proposed model to any other model cannot be done,
since the literature suggests that no models exist.

However, studies

could be done comparing the effectiveness of individual museum programs
developed without the model.
Conclusion
The proposed model was developed, beginning in 1978, because of a
need that the author saw in the museum field.

This need has been

recently (1984) recognized in print by the professional association.
The final form of the model grew out of the practical experience of
this author.
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The model's intent is to help museum educators be cognizant of the
need for their programs to be based on a philosophy of museums, as well
as sound educational methods. Whether or not a museum educator chooses
to use this particular model is not important.

What is ultimately

important is that each museum educator identify his own philosophical
framework and develop his museum education programs accordingly.
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EVALUATION INSTRUMENT
STUDENT PRE AND POST TESTS
Semantic Differential
The purpose of this instrument is to measure what museums mean to
you.

Below you will find the concept, museums, and beneath it a set of

scales.

You are to rate museums on each of these scales.

1 somewhat
related

touch

a

b

c

d

e

don't
touch

2.

quiet

a

b

c

d

e

loud

3.

alive

a

b

c

d

e

dead

4.

good

a

b

c

d

e

bad

5.

warm

a

b

c

d

e

cold

6.

happy

a

b

c

d

e

sad

7.

important

a

b

c

d

e

not
important

8.

beauti ful

a

b

c

d

e

ugly

9.

smart

a

b

c

d

e

stupid

10.

big

a

b

c

d

e

small

11.

rich

a

b

c

d

e

poor

12.

clean

a

b

c

d

e

dirty

13.

new

a

b

c

d

e

old

ivery
closely
related

neutral

1.

ivery
closely
related

1 somewhat
related

Museums
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14.

pleasant

15.

colorful

a

b

drab

16.

organized

a

b

not
organized

17.

work

a

b

play

18.

exciting

a

b

dull

19.

present

a

b

past

20.

motion

a

b

still

not
pleasant

Attitude Toward Museums
Below is a list of statements about museums. Please circle the
letter which corresponds to the option you are agreeing with.
A museum . . .
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21.

is perfect
in every way.

22.

is necessary to
the existence of
civilization.

23.

is a strong influence
for right living.

24.

serves society as
a whole well.

25.

aids the individual
in wise use of
leisure time.

26.

is improving
with the years.
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27.

does more good
than harm.

a

b

o

d

e

will not harm
anybody.

a

b

o

d

e

is too conservative
for a changing
civilization.

a

b

o

d

e

does not consider
individual differences.

a

b

o

d

e

gives too l i t t l e
service.

a

b

o

d

e

for self expression.

a

b

o

d

e

33.

is out of date.

a

b

o

d

e

34.
35.

is not necessary.
is a place that the
world would be
better off without.

a

b

o

d

e

a

b

o

d

e

28.

29.

30.
31.
32.

gives no opportunity

Multiple Choice
36.

When an artist paints he can use
a. line
b. shape.
c. color.
d. all of the above.

37.

The
a.
b.
c.
d.

38.

Museums are
a. educational.
b. have a professional staff.
c. places that own, care for, and exhibit objects
d. all of the above.

major purpose of a museum is to
make money.
look pretty.
preserve objects.
attract visitors.
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39.

There are similarities between
a. a snake and a musical instrument.
b. taxidermy and sculpture.
c. the artist and the scientist.
d. all of the above.

40.

In their work, both the musician and the painter can use knowledge
about
a. mathematics.
b. mythology.
c. all of the above.
d. none of the above.

41.

The person(s) involved in building an exhibit are an
a. exhibit designer.
b. exhibit designer and a crew.
c. exhibit designer, a crew, and electricians.
d. exhibit designer, a crew, electricians, and curators.

42.

You cannot touch most objects in a museum because they
a. often times are irreplaceable.
b. get dirty.
c. wear out.
d. all of the above.

43.

The person in charge of caring for a specific collection is called
a. a curator.
b. a docent.
c. a preparator.
d. a director.

44.

The person who conducts museum tours is a
a. curator.
b. docent.
c. preparator.
d. director.

45.

An
a.
b.
c.
d.

46.

Guards are in museums
a. to yell at kids.
b. to make lots of money.
c. because it's an easy job.
d. none of the above.

example of an artifact is a
basket.
bird.
fish.
all of the above.
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47.

A curator identifies each piece in the collection by
a. remembering what it looks like.
b. keeping them in separate drawers.
c. catalogue numbers.
d. asking his secretary.

48.

Museums can acquire their collections from
a. gifts and loans.
b. purchase.
c. field work.
d. all of the above.

True or False
49.

Museums only collect objects that are worth a lot of money.

50.

Museums do not buy objects.

51.

Literature can affect the artist and the artist can affect the
literature.

52.

Man's environment has little influence on his artwork.

53.

A serpent design on a Hopi Indian's clothing has the same meaning
as the serpent shown in a painting of the Garden of Eden.

54.

There is a connection between the shape of a musical instrument
and the sound it produces.

55.

The taxidermist is an artist as well as a scientist.

56.

Perspective is always seen in paintings.

57.

Many things in an artist's culture influences what and why he
paints.

58.

It is not necessary for the sculptor to consider the natural
properties of the material he is working with.

59.

There is not a connection between how an artist and a scientist
think.

60.

Architecture and dinosaurs have something in common.

61.

All of a museum's objects are always on exhibit.

62.

An artifact and a specimen are the same thing.
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EVALUATION INSTRUMENT
STUDENT DAILY FORM
1. What did you especially like about today's class?

2.

If you could have done something differently or in addition to
today's lesson, what would it have been?

3. What did you learn today about museums?

4.

,>^

ASBN^i^t.;,,•>.

Did you discover something new about (please circle)
a.

Vocabulary

YES

NO

b.

People

YES

NO

c.

Other, please specify:
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EVALUATION INSTRUMENT
TEACHER SURVEY
1.

Did your students' attitudes toward museums change since the
beginning of the project?
YES

NO

Please explain:

2.

Did this project help your students in their other course studies?
YES

NO

Please explain:

3. Would you like to see this type of project continued?
YES

NO

Please explain:

School District
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EVALUATION INSTRUMENT
PARENTS SURVEY
1.

Did you participate in your son/daughter's home projects?
YES

NO

If yes, please comment:

2.

Has your family's attitude toward museums changed as a result of
this project?
YES

NO

If yes, please comment:

3.

Please comment on what you thought of the project and your child's
involvement in it.

School District
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