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After DanaKletchka presented her pgper at the gradude research session during the 2006
Chicago NAEA conference, modeator Steve McGuire pointed outtha her work offersa
critical perspective on art museum education. Isn®it difficult to take a postionthat is
critical of wha you do and who you are professiondly, he asked. Dana(3 response was

direct and to the point: Ores, it is.O

In some ways this exchangesums up key characteristics of Dana® dissertation research
and her approach to her scholarship. Danadoes not shy away from chdlenging
perspectives, whether sheis chdlenging taking-for-granted assumptionsin thefield or
looking critically at her prior professiond experiences. Danadoes not turn away from
difficult projects; rather she embraces the chdlengeof thoroughresearch, rigorouswork

and critical thinking.

Initially Danaproposd a historical study of art museum education. Danapoints outin
her pgper tha art museum educationistypicaly de-valued within the museum, so too

historical research has tendel to bede-valued among dodoral studentsin art education.



Over aquater-century ago, | wasinvited to spesk at a Canadian university, in pat so tha
my commitment to historical research could hdp graduae students undestand that doing
an historical study was not Gan easy way outOAt tha time, theory was emerging as avant
garderesearch; history seemed hopdesdy retrogradein its methodsas well asits

subjects.

DanaK letchka@ work is exciting because sheis building a thoughful theoretical
framework for her historical re-condruction. Sheis aware tha the past does notexist in
dugy archives waiting to bediscovered, butmug be condructed, decondructed, and
recondructed within soundtheoretical frameworks. As afeminist scholar, sheisalso
aware tha the persond isthepolitical. Power is groundel in relationsipsof gende,
class, andrace, in art museums asin thelarger sodety. Her dissertation promisesto
bdance a persond perspective with critical uses of both theory and history. Yes, it will be

difficult, chalenging work, but all of usstand to benefit from Dana critical perspective.
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Today, it iscommonly acknowedged in the field that art museum educationisa
professon mog frequently occupied by women, but there has been little hisorical
invegtigation into the myriad discoursesthat molded and shaped it into Gvomen@work.O
Aswith any professon, particularly those primarily practiced by women, the perception
of their work as GeminineQOdirectly affectsthe status and eseem of that work by
colleagues and sodiety at large. While women®higtory and statusin the art world began
to be explored as part of the second-wave feminis movement of the 1970s these writings
have focused primarily on women as subjects (Mulvey, 1975) asartigs (Nochlin, 1971) as
art educators (Collins& Sandell, 1984) and asart higorians professors art museum
curatorsand directors (Sherman and Holcomb, 1981). Art museum educators remain
curioudy and conspicuoudy absent from the literature.

In thisproject, | invedigate the waysin which contemporary art museum
educators are Stuated within a gendered art museum hierarchy. My experiencesasa
professonal art museum educator are a critical component to thisresearch, asthese
experiencesand my gruggle to undergand them both personally and professonally drove
me to the research trgjectory that | currently pursue. | believe that perhapsthe biggest
sumbling block toward improving and changing the professon isthat we as practitioners
have little sense of our higory, of how we are Stuated within larger sodetal discourses, or
even within the art museum context. Utilizing an adaptation of pog-gructuralist
higorian Michel Foucault@notion of genealogy, informed by feminist and critical

pedagogcal theories, | will examine the higory of art museum education specifically



during periods of subgantial growth and development in order to identify, mine, and
problematize the discoursesthat shape art museum education. My god isto disrupt
traditional narrativesof art museum education (Newsom & Silver, 1978;Zeller, 1989
Cherry, 1992) creating a new conceptual gpace for informing and empowering art
museum educators

It issomewhat telling that few people know what an Gart museum educatorO
actually does While job descriptionsfor the saff of the local art museum are far from
mog peoplesCeveryday concerns the public isgenerally familiar with the terms GouratorO
and QdirectorQOin relation to art museums, even if they do not know exactly what
responghilitiesthose postionsentail. Art museum educators are currently the main
facilitators of education in the museum context, a directive that encompasses a variety of
practices Ther objectivesinclude providing opportunitiesfor the interpretation of art
through written and spoken contextual information, such asgallery guides, teacher
packets, online activities toursand gallery talks, organizing and offering a wide variety of
public programsincluding lectures musc events, hands-on workshops, educator
workshops and film screenings and collaborating with community congtituentssuch as
philanthropic, educational, and sodal groups  Although specific effortsvary due to the
highly individualized nature of each museum according to itslocation, Sze, collection,
etc., museum educatorsare generally respongble for creating opportunitiesfor lifelong
learning, from pre-school age children to senior citizens Qualificationsof art museum
educatorsvaryN historically, one had a master@degree in art history (Mayer, 2005) but
increasngly degreesin art education or museum gudies are conddered adequate (Bbitz,

2005.



Another requirement, certainly unofficial but fairly obviousnonetheless isthat in
order to be an art museum educator, one should be awoman. Though there are no
published gatigicson the gender of art museum education practitioners professonal
conferences e-mail ligs, informal networks and museum directories arefilled with the
names and faces of female practitioners in addition to references contained in a small
number of publications (Coleman, 1939;Sherman & Holoomb, 1981 Glaser & Zenetou,
1994;Danilov & Armitage, 2005). Asa new graduate sudent in the mid-199Gs |
attended my firg national art education conference and was surprised not only at the
sheer number of women who attended sessonsfor art museum educators, but also that
they all seemed to be very well-dressed, in their mid-twentiesto early thirties and white.
| wondered if women had always comprised the majority of art museum educators, and if
0, why? Asa dodoral sudent and an art museum educator, | continued to attend
conferencesand became active in the professonal assodation in which many art museum
educatorsbelong. | began to explore theintricate higorical connections between women
and art museums particularly asthey exiged in the realm of education. To my
knowledge, the gender compostion of art museum education professonals, though it has
mentioned and gated asfact (Glaser & Zenetou, 1994),hasnever been quegioned or
problematizedN it isSmply assumed asa given.

If you were to ask almog any art museum educator about her biggest professonal
challenge, she will probably tell youit isfrugration over the fact that educationis
consdered a Gecond-classOpostion in the museum gaff hierarchy, with directorial and
curatorial podtionsoccupying thetoptier. A dlent but pervasve hierarchy in art
museums postionsart museum educatorsin a lower echelon of prestige, respect, and

remuneration as compared to their curatorial counterparts Thissysem servesto not only



to demoralize educators and demean their work, but also often createsa Stuation where
their input into exhibitions, collectionsand even interpretive programsis undervalued.
Why isit that art museums, with their sated emphasson public education, so frequently
fail to recognize the contributions of these particular saff members? The answer, |
believe, ishigorically and directly related to the gender of mog education practitionersin
American art mussums

Marc Pachter, currently the director of the Smithsonian'sNational Portrait
Gallery, claimed Qonce it became allowable for women to work in an intellectual arena,
they naturally came to museumsbecause, in American sodety, cultural work is
traditionally women@workEi n the United States, culture was often conddered frivolous
And assomething frivolousit was consigned largely to womenO(Weber, p. 33, 1995)
T hisquote suggessthat women were initially congructed asideal educatorsin art
museums because education itself was not conddered an Ontellectual arena,Obut Smply
an extengon of the nurturing, educative role ascribed to women, firmly entrenched in the

practices of American education and culture.

In order to undersand the waysin which contemporary art museum educators
are Stuated within the art museum context, it iscrucial to invesigate the higorical
development of thefield. While thereisafair amount of information on the feminization
of certain professons particularly teaching and librarianghip, in the late nineteenth and
early twentieth centuries (Garrison, 1974 Perlmann & Margo, 2001;Prentice &
Theobold, 2001)it isonly partially useful to explain the role of women in art museum
education, Snceit gill doesnot go beyond a descriptive explanation of why this

phenomenon exids My challenge and hopein thisproject are to not only describe the



discoursesthat shaped art museum education asafield, but to identify the gendered
practicesthat inscribe and reveal power within the art museum context. | propo<e to do
thisthrough critical research methodologesthat CEc an be undersood begt in the
context of the empowerment of individualsO(Kincheloe & McLaren, 2005,p. 305),and
are influenced by a number of disciplinesCpogmodern theories Thisresearch isno
exception, drawing from feminig theory, critical theory in education and art education,
pogmodernism, and personal experience. The following frameworks provide a

foundation from which | gructure my research.

Feminism and Feminist Theory

Because thisproject specifically invesigatesthe discoursesthat created a
professon largely occupied by women and because | seek to bring about change asa
result of my research, it isfirmly Stuated within the realm of feminig inquiry. The fact
that thisresearch isgrounded in feminig theory isalso a personal decison and
commitment on my part asthe author. Feminig theory provides an overarching
theoretical framework for thisstudy, posting that QvomenQare acted upon by patriarchal
discoursesin larger sodety and that they both subvert and ress the rolesoffered to them.
Fundamental to thisresearch isthe notion that race, class and gender are ultimately
inseparable hegemonic discoursesand that knowledge isaform of power.

While congructsthat trouble traditional notions of sex and gender, such as gender
performativity and embodiment (Scott, 1986;Riley, 1988 Butler, 1999),are informative
to thisproject, living bodiesare not the only thingsthat may be ascribed a gender. Types

of thought, certain activities and physcal or conceptual spacesor locationsmay be



viewed aseither feminine or masculine. Theideasof higorian Joan Wallach Scott are
particularly useful to theorize the QyenderingOof art museum education, that is to discuss
how relations of power in the art museum become gendered. According to Scott (1986),
the word QyenderOsuggests more than just biological differences between women and
men. Gender isa primary way of sgnifying relationships of power (aprimary field within
which or by means of which power isarticulated) (p. 169). It providesa way to decode
meaning and to undersand the complex connections among variousforms of human

interaction (p. 170)

If we treat the oppostion between male and female as problematic rather than known, as
omething contextually defined, repeatedly congructed, then we mus congantly ask not
only what is at gake in prodamations or debates that invoke gender to explain or judify
their postions but also how implicit undergandings of gender are being invoked and
inscribedO(p. 174).

Scott@discusson of gender as a category of analysis suggeststhat there are specific ways
in which power issgnified, and proposesthat people are congtructed as GnasculineOand
GeminineOsubjectswithin relationships  Further, Scott poststhat gender issmilar to
race and classin that they are three intimately linked axes of power inequality. This
notion hasfundamentally influenced the way that podgtructuralis scholars, particularly
feminigs conduct inquiryN race, class and gender, digtinct yet inseparable, are the
Holy TrinityOof much current critical scholarship (Kincheloe & McLaren, 2005,p.

314).



Critical Pedagogy

The work of critical pedagogues such asradical educator Paolo Freire (1970)egan
to informally affect teaching philosophy and practice in education and art education in
the early 1970s An Gattempt to theorizeEt he reproduction of class structuresin
educationO(Ddton, 2001)critical pedagogical methods encourage sudentsto question
the dominant narratives of education and sodety. Theseideas seeped into the
consciousness of art museum educatorsin the 19705 asreflected in the emergence of
what higorian Terry Zeller definesa (Bodal Education PhilosophyQin art museum
education. At itscore, thisphilosophy was Qpeople-centered, focused on sodal issues of
race and class, and employed art asan ingrument of change (Zeller, 1989,p. 66). Thisis
evidenced by accounts of practitionerswho endeavored to reach out to audiencesthat
they perceived of asneglected, including those individuals with low levels of education, in
difficult sodoeconomic Stuations older adults, and people with disabilities while at the
same time quegtioning their own teaching methods and pedagogcal authority (Newsom
& Silver, 1978)

Richard Cary@definition of critical pedagogy in art education propossa
philosophy that isidealigtic, radical, flexible, democratizing, and CE far teaching more
than about teachingO(p. 8). He encourages art educatorsto engage in critical inquiry and
adopt contemporary ideologesthat reflect concerns about power, belief, and truth, while
balancing CEp ractical needswith desresto visualize possibilities and then chart courses
toward themO(p. 7B8). T hisphilosophy is echoed in current art museum education

writingsthat postion learnersas active agentsrather than passve subjects consder



multiple perspectives and encourage dialogue and active participation, and relinquish the

authoritative voice of the museum (X anthoudaki, Tickle, & Sekules, 2003).

Postmodern Thought

Current efforts are foaused on elucidating the impact of pogmodern thought on
thefield of art museum education (Hooper-Greenhill, 200Q Moore & Barrett, 2003
Mayer, 2005)and determining the impact of these theoretical changes on educational
and interpretive practices (Xanthoudaki, Tickle, & Sekules 2003). Art museum
educatorsinfluenced by pogmodern theory are finding waysto incorporate that thought
into everyday practices by paying more attention to the comments and concerns of their
vigtors, teaching their docent volunteersto link concepts and themesin the galleriesto
every day experiences, and devisng more demoaratic methodsfor discussng works of art.
They are encouraging directorsand curatorsto congder multiple perspectivesand a
broader range of objects when creating exhibitionsand are ingsing on a greater variety
of objectsand culturesin their pecial exhibition programs. T hey are suggesting that
education, ingpired by pogmodern thought, may enable the vistor aslearner to move
from the periphery of the museum@misson to the center.

An unexpected influence of pogmodern thought on art museum education isthe
possbilitiesthat it createsfor art museum educatorsto disrupt the internal hierarchy of
the museum. Because the tranamisson of art-historical knowledge isno longer perceived
asthe only purpose of museums, the skills and undersandings of art museum educators
are becoming more necessary and integral to the misson of museums. Because
pogmodern thought emphaszesthe exploration and revelation of power imbalances, the

OnferiorOpodtion of art museum educatorsis problematized and reconsidered.



Concurrently, art museums asingitutions are experiencing a paradigmatic shift (Weil,
1990;Weil, 2002 Anderson, 2004). In 197Q Joseph Veach Noble expanded the
museum@longstanding misson to collect, preserve, and display to five primary areas
collect, conserve, gudy, intepre, and exhibit (italicsmine) (Weil, 1990). While the
regpongbilities of the museum asan ingitution expanded to include interpretive efforts,
they are ill presented asthe purview of the museum®@expert staff. Much more recently,
Dutch museologst Peter van Mensch reduced these to three essential functions CEt o
preszve(to collect being viewed assmply an early gep in that process), to sudy (afunction
that remains unchanged) and to anmunicate(the third function being a combination of
Noble@final two, i.e, to interpret and exhibit)(Weil, 1990). The changein terminology
representsa hift in thinking about vistorsas active learners ance communicationisa
negotiated process between two parties. Mog recently, Hooper-Greenhill (2000)
suggesed that museum pedagogy is perhapsthe mod important function when she
encouraged a tranformation into Qpog-museumsOwhich she described not as buildings
but as political Steswhere vigtors congruct meaning through individual lenses (Hooper-

Greenhill, 2000).

Personal Experience

Finally, my personal experiencesgreatly inform thissudy. Indeed, if it were not
for the encountersthat | have had asa woman, a professonal art museum educator, and
an emerging scholar, thisresearch would not exig. According to Collins& Sandell
(1997) Jreminig research often seeksa fusion of the personal, the professional, and the
political, of lived experience with academic theoryO(p. 196). | follow in the tradition of

other feminis author/ researcherswho have inserted their personal voicesinto their work



asaform of resgance, prodaiming their agency within an academic patriarchal
hegemony that traditionally has denied the immeasurability and intangibility of the
human voice in favor of a modernig paradigm in which all knowledge isunchanging,

guantifiable, and objective.

| am developing an adaptation of post-gtructuralig historian Michel Foucault@notion of
genealogy (1977 )or thisproject. Major characterigicsof genealogy include the rgjection
of the search for higorical originsin favor of examining discursve practices maintained in
what he termed the ardhivg or the Gystemsthat establish satements as events (with their
own conditionsand domain of appearance) and asthings (with their own posbility and
field of uss). More Smply put, the archive isthe set of discourses actually pronouncedO
(Aynn, 1994 p. 29) Foucault wasable to link seemingly unrelated eventsthrough
archaeology and pronounce relationshipsthat traditional higory did not find, GEw hose
conclusonsit more rearranges than denies and whose resourcesit minesfor itsown
purpoesO(Gutting, 1994,p. 32),in effect producing a aounte-histay. Further, the
counter-higoriesformed by archaeologes srve asa form of sodal critique by questioning
the narratives offered by traditional higory. My genealogy will examine the hisory of
art museum education specifically during periods of subgantial growth and development
in order to identify, mine, and problematize the discoursesthat haped art museum
education. My god isto trouble traditional narrativesof art museum education, creating
anew conceptual space for informing and empowering art museum educators. 1@
examine the myriad discoursesthat shaped both the professon and practitionersin two
diginct periodsof rupture: the early 190G and the decade of the 197Gs. For each time

period, | will:



¥ Critically read primary and secondary sources or textsuch asbooks, personal
accounts, and professonal museum publicationsand journals, paying particular
attention to the waysin which art museum education, asafield and a practiceis
Stuated and gendered.

¥ Search for, note, and describe trends, changes and ideas or eventsthat are
emphagzed in the literature.

¥ ldentify the waysin which art museum educators are congructed as subjectsin
the art museum context, focusng on the museum environment asthe ste where

power isenacted and resged at the intersection of relevant discourses

| will then (re)aondruct a higorical narrative for each time period, intersperang relevant
autobiographical gories recollections, and ingpirations In that way, my own
condruction and subjectivity asan art museum educator will parallel the discursve
formation of the professon. Additionally, | will be adding a personal voice to the very
few extant personal, written accountsof art museum education (Dana, 19173 Dana,

1917k Godwin, 1936 Ramsay, 1938; Low, 1948)

Rationale for each time period

Thetime periodsthat | explorein thisproject are those in which art museum education
emerges at the forefront of museum operations during which major public inditutions
enacted a people-centered, or populig, philosophy of art museum education. According
to art museum education higorian Terry Zéller,

a philosophy of art museum education should not be defined only in termsof its
methodsN itspedagogcal and psychologcal theoriesand practicesN but in termsof the



valuesit promotes, the content/ substance it seeksto convey, and those whom it seeksto
reachN aswell asthe methodsit employsin reaching themO(1989 p. 47).

Various authors have presented QtagesOof development for American museumsand art
museum education (Low, 1948;Zéeller, 1989 Cherry, 1992),suggesing that there wasa
foundational gage from the late 18000 the early 1900swherein mussumswere just
beginning (Low, 1948) In thisgage, embracing education and developing public
prog-amming, without necessarily theorizing the actual proocesses of education and
learning, was important for the recruitment of both public and private financial support.
Before long, museums were financially solvent and the god of creating active educational
activitiesbecame much lesscrucial. T he cycle repeated itself with the ondaught of the
Depresson and World War 11, when the government supported museumsthat offered
opportunitiesfor escaping, if only temporarily, the vice grip of poverty and joblessness
then again in the 1970swith new governmental and financial commitmentsto civil rights
and equal access of public ingtitutions. It isthe early 1900sand the 197G\ periods of
rupture or great change, when art museum education became paramount in the museum

contextN that | propose to invegtigate.
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