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Abstract

This is the first in-depth study of art museum educators in Aotearoa New
Zealand. It seeks to understand and explain their practices, philosophies and
pedagogies.

It begins by revealing the history of art museum education in Aotearoa New
Zealand in general, and more specifically at the Auckland Art Gallery Toi o
Tamaki and the Christchurch Art Gallery Te Puna o Waiwhetu.

Using inductive processes, historical methods, grounded theory methods and
ethnographic approaches, in particular, direct observation, semi-structured and
unstructured interviews, and auto-ethnography, the research observes,
documents, and analyses the practices of educators, the policy context and the
politics of pedagogy in the two sites.

The study identifies three main features which together constitute art museum
educators’ praxis: typologies of pedagogical practice; the prevalence of
signature pedagogies; and two discourses - one which affirms and reproduces
the authority of the art museum; the other, a transformative and critical
pedagogy that opens new spaces for art museum education practices.
Paradoxically, although the transformative discourses and critical pedagogies
are ephemeral, fragile and rare they are apparent only in the presence of
signature pedagogies.

The study also examines the complex nature of resistant and constructive forms
of art museum educators” agency. It maintains that signature pedagogies and
the logic of practice have deep historical associations that continue to support
the political economy of the art museum.

The study posits that it is possible to work within the tensions of different
pedagogical epistemologies and ontologies if a new concept of public pedagogy
is invoked. Understanding public pedagogy merely as educational activities in
informal, institutionalised spaces does not account for the complexities revealed
in this research. Therefore, the thesis suggests that public pedagogy in the art
museum is a dialectic space that keeps both signature and critical pedagogies in
a series of dynamic, emancipatory relationships where transformation can be
contemplated and, eventually, enacted.

Conceptualising public pedagogy thus suggests that awareness of predominant
and transformative discourses and how pedagogical practices are interrelated
with them is crucial to both practitioners and policy-makers.

Understanding - and activating - the concept of public pedagogy provides both
the practical means and a theoretical construct to ensure that art museum
educators can deepen the community’s understanding of, and critical
engagement with, art and art museums more effectively.
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PROLOGUE

Art’s affects:
making the familiar strange and the strange familiar

By sheer good fortune my first real job takes me back to my home town.
All is not quite what it seems. What should be familiar is often strange.

I attend the interview and halfway through am clambering over a building site
in a hard hat trying to answer questions. My boss, Ralph, is an engineer: he
writes opera libretti in his spare time. His job title is Warden. He comes to
work on a motor bike and occasionally drives a Volvo station wagon with three
kayaks perched precariously on the roof. They are called Daphnis, Phoebus and
Chloeé.

I get the job. Itis to run the Union Gallery at the University of Adelaide - but is
not really a gallery, yet. It has rough-cast red brick walls, giant trusses, a
straw roof and is vast. Not a white wall in sight. It also functions as a
sound library where students - and sometimes staff - come and listen to
recordings. 1 organise exhibitions: some from the University’s collection;
some from the nearby art school and commission or curate others. The
Gallery’s space, as always intended, is versatile. The drama students and their
lecturers find it convivial and perform a cycle of medieval miracle plays there.
I am stage manager. Engineering students, described to me as ‘dangerous’
turn up out-of-the-blue and help sort out technical issues with the sound

system. They are jazz buffs.

Every now and then the Vice-Chancellor, an eminent chemist, happens past.
‘Serendipitously’, so does the State’s Premier and they sit out on the balcony

chatting. This does not happen frequently but more often than a blue moon.
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One day, I notice a third person has joined them and some days later Ralph and
I are invited to the VC’s office. The University has been asked to host an
exhibition of Aboriginal art from Papunya in the Western Desert. There can be

no other answer than, “Yes”.

Papunya is an Aboriginal settlement planned by the Commonwealth
Government as part of its policies to bring nomadic desert peoples together and
provide them with amenities of town life. By the early 1970s the last great
assimilationist experiment had become an embarrassing failure. Desolation,
filth and despair co-existed with a remarkable, silent creativity: the paradox of
existence at Papunya. “Aboriginal people made the sand speak as they drew
their hieroglyphs in it” wrote Geoff Bardon, the Social Studies and Art Teacher
at the Papunya School. He arranged art supplies for the men and they began to
transfer their dreamings into more lasting form. Their first project was a large
mural at the school. That was completed in eight weeks and then they began to
paint onto boards. Half of Papunya’s population was under sixteen and the
men wanted to pass on tribal knowledge to them. The paintings, made

collaboratively while chanting the dreamtime, helped the men achieve this.

The first consignments - a staggering 620 paintings - made between July 1971
and August 1972 were delivered to Alice Springs. Some of these won significant
art prizes. The Museum in Darwin acquired 105 of the paintings from those first
consignments. Other museums and galleries held back and there were few sales
on the open market. Too ethnographic for the galleries and not ethnographic
enough for the museums, as the saying went. Of course, all that would change

in time.

The exhibition that we were asked to host included 30 of these works.

The third man on the verandah was the Director of the Aboriginal Arts Board.
The Board had begun to buy the paintings to provide wages for the artists. By
the mid 1970s the Board was offering the paintings as gifts to galleries and
museums, and organising exhibitions. The paintings were selling for $25 and

$30 then: now they are priceless.

We worked hard on the installation. A small group of us, one from the
Conservatorium and the engineers, worked all night hand-stitching the canvas

and hessian covers that were needed to disguise the ugly mesh screens that
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were being used as temporary walls. It was dawn when we used the fire hose to
wet them and watched as the new day sun’s dried them drum tight. The effort

was worthwhile.

When the paintings arrived we were thunderstruck. They were small and
lustrous: large concentric circles and geometric forms anchored by thousands of
small dots standing up from the surface - intricate geometries of cultural
mapping and knowledge. One or two sported punk pink elements that
appeared strident and garish in comparison to the rest: these were difficult to

locate in the hang.

Nowadays the art form is familiar. Then it was not. From the little we had read
we knew that the markings were highly symbolic, tracing the dreamtime stories,
the songlines that belonged to each painter. We marvelled at their work and

were moved by it.

The exhibition was accompanied by interpretation based on the artists’
narratives and recorded by regional art advisors. For many of the visitors
these paintings were a foreign country, quite at odds with their perceptions
of the ‘dead heart’ of Central Australia. For those perceptive enough to
register their own alienation, the placards signalled that we white Australians
would always be apart from the secret sacred meanings of these song lines and

spiritual associations of country that were inscribed on these boards.

A few days later the gallery hosted an event organised by the Ethnomusicology
Department. Senior Aboriginal men were visiting the city from their homelands.
The University had recently concluded a formal agreement with the
Pitjantjatjara to establish the Centre for Aboriginal Studies in Music as a
discrete entity within the University, including their appointment as lecturers
with the Centre.

It was mid-winter. As people streamed into the gallery, I began to worry that
there would not be enough room for everyone. People sat on the floor in a large
circle; others stood at the back. The elders and their colleagues arrived. The

men bundled up to the nines, wearing heavy overcoats, scarves and beanies.
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They did not look at the exhibition but engaged in animated discussion for
some time. Then they readied themselves - went off in privacy to ‘paint up’, a
ritual involving making walka or marks, sometimes referred to as drawing the

song.

The lights dimmed slightly.

The Head of the Ethnomusicology Department introduced the elders and
explained what was about to happen. She stressed the importance of the

occasion and how rare it was for such a performance to take place in public.

There was a hush as the audience settled.

After a time the performance began. With clapsticks beating the tempo, the
deep sonorous sound of didjeridu and in the upper register voices calling then
singing and calling again, the dance began. The performance gestures were
transitory and far removed from any experience I had ever known - yet here
was an expressive weight that I could not explain. It was both moving and
profoundly unsettling. What happens when different world views are placed

side by side, I asked myself, hoping to explain the uncertainty I felt.

I wondered later whether my reactions that night were influenced by my still-
flimsy awareness of Aboriginal rights or the knowledge that I had witnessed the
men’s connection to deep time. The 1967 Referendum enabling the
Commonwealth Government to legislate for all Aboriginal peoples is in my
mind: never before had any referendum passed with such huge support.
Fresher still, and impossible to forget, the image of Prime Minister Gough
Whitlam pouring earth into the palm of an elder of the Gurindji people marking
the successful conclusion of the first land rights claim which had begun a

decade earlier.

What I did know with certainty was that the exhibition Art of the Western Desert
and the dance of the elders - the visual and performing arts together -
contributed to my growing understanding of art’s political affects and an
awareness that cultural spaces such as art galleries could perform politically to

influence positive change.

Now, I would call that space public pedagogy.
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CHAPTER ONE

Introduction
Prospects and possibilities

[Art] museum education can be defined as a set of values, concepts, knowledge
and practices aimed at ensuring the visitor's development; it is a process of
acculturation which relies on pedagogical methods, development, fulfilment and
the acquisition of new knowledge.

Desvallées and Mairesse 2009:31

Signature pedagogies are important precisely because they are pervasive. They
implicitly define what counts as knowledge in a field and how things become
known. They define how knowledge is analyzed, criticized, accepted, or discarded.

Shulman, 2005: 54

Critical pedagogy concerns ...Habits of thought, reading, writing, and speaking
which go beneath surface meaning, first impressions, dominant myths, official
pronouncements, traditional clichés, received wisdom, and mere opinions, to
understand the deep meaning, root causes, social context, ideology, and personal
consequences of any action, event, object, process, organization, experience, text,
subject matter, policy, mass media, or discourse.

Shor, 1992: 129

What is required is a pedagogy incorporating the reassertion of Maori cultural
aspirations, preferences and practices, here termed Kaupapa Maori theory and
practice. ...Through such a pedagogy, structural issues of power and control,
initiation, benefits, representation, legitimisation and accountability ... can be
addressed ... in ways that will eventually benefit all students.

Bishop and Glynn, 2000:4

This thesis is about the practices of art museum educators in Aotearoa New Zealand,
how they work as pedagogical agents and how historical contexts and policy shape their
pedagogies. It links the four epigraphs above to explore ways in which the practical and

theoretical foundations of art museum educators’ roles can be reconceptualised.
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The people at the centre of this study believe in art museum education as a social and
individual good and in the distinctive pedagogic content, knowledge and experiences
that the visual arts and art museums offer. In Aotearoa New Zealand art museum
educators deliver transient learning moments, most frequently for school groups. They
rarely know the names of the students with whom they work, nor are they involved in
assessing their capabilities or progress. Nevertheless, educators are accountable for the
quality of the experiences they deliver and reaching target throughputs. Each year these
educators see at least 20% of the total visitors to their museums face-to-face. Many more
participate in the programmes they design. Their day-to-day work progresses at pace,
often amid unstated or under-theorised assumptions: there is little opportunity for
scholarship or even sustained reflection. The majority hold academic qualifications in
art history or theory as well as in teaching: some possess postgraduate degrees. Their
profile and professional recognition is overshadowed by their peers with art museum
education referred to as a poor second cousin to exhibition planning and curatorship
(Barrett and Tapia, 2003; Charman, 2005)

The literature shows that there is no consensus among practitioners or scholars about the
values, concepts, knowledge and practices of art museum education. While the scholarly
literature in art history and museology proliferates, scholarship on art museum

education is, at best, nascent.

By the time I arrived in New Zealand to work, critical concerns about museum education
policy and practice in the U.K. had been articulated (Anderson, 1997). However, I was
surprised that the international issues about museum education and policy
developments overseas seemed to have made little impact here. Instead, even in the late
1990s, many museum educators were still coming to terms with the changing
government provisions first introduced in 1993 as part of the government’s economic
rationalist policies. What did strike me was the under-resourcing experienced by the
majority of museums and the low regard in which museum education was held by
museum staff (Johnson, 1981).

Nevertheless, I was more puzzled about the different trajectories of museum and art
museum education in New Zealand. The former seemed to have a longer history and its
identity was clearly tied to providing services for schools. Art museum education on the

other hand, was barely visible, or so it seemed to me at the time.

The literature on museum education written from New Zealand’s point of view was

sparse comprising several articles by Conal McCarthy (1989; 1990; 1992a), by Rodney
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Wilson (1983; 1983a) and John Coster (1995). Hall’s book, Grandma’s Attic or Aladdin’s
Cave. Museum Education Services for Children, published in 1981, said little about art
museums.i The Museum Education Association of New Zealand (MEANZ), founded in
1981, ran conferences from time-to-time. The line-up of international speakers at those
conferences was impressive: many were at the forefront of changes in museum
education in Australia, Great Britain and America.1 Yet, the links between international

experiences and local endeavours were not exploited at the level of practice or policy.

In 2000 the International Council of Museums - CECA (Committee for Education and
Cultural Action) conference was held in Christchurch, the organisation’s first foray to
Australasia. The conference brought together an impressive array of speakers from New
Zealand and overseas.i At the same time Massey University hosted a Fulbright Scholar
in art museum education. She was engaged by work at Te Papa, the national museum,
but expressed surprise at the extent of the curriculum-linked programmes and child-
centred focus of education programmes offered there and elsewhere (personal

communication, Globensky, November 2000).

After these events, in which I was entangled as conference co-convenor and mentor, no
shifts were discernible among local museum educators that could be linked to
consciousness-raising or doing things differently. As I reflected more critically on these
moments, and on my own practise as an educator, I pondered praxis as reflection and
action directed at the transformation of structures. This viewpoint, articulated by Paulo
Freire ([1970] 1993), sees education as social action informed by critical pedagogy. Freire
and other exponents of critical pedagogy urged the development of habits of thought
which go beneath surface meaning, dominant myths and received wisdom, to
understand deeper meanings, root causes, the ideology and consequences of any action
(Shor, 1992:129; 1997; Giroux, 1983; 1986; 1988; Freire, 2005; Kincheloe and McLaren,
2005). My reflections, refracted through critical pedagogy, were often uncomfortable,
and revealed the fractures in my previous role as an art museum educator. The process
of negotiating then and now, being there and here, became check points for border
crossings between professional realms, theory and practice and, not least, transition

between countries.

Prospects

By 2002 I considered undertaking doctoral studies. Art museum education was

undergoing a renewal in the UK. Canada and Australia. Community-focused
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programmes, aimed at diversifying participation and engagement with hitherto
marginalised groups, proliferated. Artists were working alongside museum educators
(Robins, 2013; Barrett and Millner, 2014). New technologies, including social media,
opened novel avenues for practice. Cultural policies framed these changes moving from
an arts-based policy model to a cultural industries model (Volkerling, 2001).4 Drawn to
the prospect of better understanding the nature of these changes, my initial investigation

concerned innovation and creativity in art museum education practice and policy.

Between 2004 and 2006 I was immersed in New Zealand-based fieldwork, closely
observing a number of art museum educators at work and interviewing them and their
managers. I also spent time conducting research in various archives piecing together
fragments of information about the policies and practices that art museum education in
New Zealand had followed.

Towards the final stages of my candidacy my job changed significantly. Doctoral studies
were postponed and research continued when time permitted. As I poured over
fieldwork notes, interview transcripts and archival documents, it became clear that the
original research questions about innovation remained unanswered. Educators had
spoken to me about their experiences and motivations: their managers talked about
strategic developments. In short, participants offered narratives that resonated for them
and made meaning of events and their actions in response to them. The many teaching
episodes that I observed, when considered as whole, followed similar patterns of
practice across museums. It took some time to grasp that these primary materials were
redolent, offering a distinct topic and approach that was quite different from my initial

concern with innovation.

As my analytical focus clarified so did the research questions. Instead of focussing on
innovations in practices and policies, two research aims emerged. The first was to
understand and explain what art museum educators’ practices reveal about their
philosophies and pedagogies. The second was to uncover the history of art museum
education in Aotearoa New Zealand in general and, in particular, at the two art
museums chosen as case studies, Auckland Art Gallery Toi o Tamaki and Christchurch

Art Gallery Te Puna o Waiwhetu.
To outline how these objectives are realised through this research, I briefly explain the

research methods in the next section before turning to discuss the structure of the thesis

and concepts that frame the research.
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Research methods

This is the first in-depth study of art museum educators in Aotearoa New Zealand. It is a
qualitative inquiry which deploys various methodological strategies including
historiography, ethnographic approaches and grounded research theory method.
Scholars have adopted ethnographic methods to observe museum practitioners (Castle,
2001; Macdonald, 2001; 2002) and art museum educators at work (Bedford, 2003;
Grenier, 2005; Irwin, 2009; McNaughton, 2010). However, identifying and classifying
pedagogies in art museum practice along the lines revealed through the research is new
to the literature. This approach required a combination of research strategies that
enabled sustained proximity to the research participants and sites, and was inductive

and reflexive.

Historiographic methods, based on extensive documentary and pictorial research within
museums and archives revealed, selectively, the history of art museum education in
Aotearoa New Zealand and were deployed to address the second research question.
Systematically identifying and evaluating information, fact-checking, recognising and
explaining gaps in the documentary record provided the foundation for analysis and
interpretation of chronology, causation and context.  Originally conceived as
background to the study, this approach exposed connections to the contemporary

account, and contributed to the overall argument.

Ethnographic methods enabled me to engage directly with, and portray the subjectivities
of practitioners, their practices and pedagogies. Longer periods embedded in each
museum for approximately twelve weeks during 2004 and again in 2005 enabled
sustained periods of participant observation of practitioners and the workplace. During
that time, I observed almost 50 discrete teaching episodes, attended 28 public
programmes documenting these with field notes and diaries, and in one case filming a
teaching sequence over four consecutive days. I also conducted semi-structured and
unstructured audio-taped interviews and held open-ended conversations with key
research participants in their workplace and, occasionally, at participants” homes. When
not on site I maintained contact with participants by e-mail and telephone and followed
the activities of the galleries via print, broadcast and digital media. This was all part of
the broader approach that allowed me to understand people as material agents in a

material world and not rely merely on what they said they did (Miller, 1997:16-17).

Using forms of analytic autoethnography (Anderson, 2006) as modes of reflexive

inquiry, I wrote into the narrative presenting first person accounts across and through
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my various experiences from museum practitioner to researcher. Vignettes, created in
response to the research experience, talk back to my practise as an art museum educator
and teacher. The vignettes are a corollary of the research process and expose self-
conscious, critical and reciprocal sense-making. They are constructed to represent
participants” experiences empathetically and to look back on my involvement as an
educator critically (Atkinson et al., 2003; Atkinson and Delamont, 2005). In Chapter Two
I adopt both evocative and analytic autoethnography to describe and analyse research

methods and design.

By turning the mirror into an analytical tool I am a visible “I-witness” (Geertz, 1988:78-
79), always dynamically and ambiguously positioned as insider (museum
professional /empathetic observer) and outsider (researcher/former art museum
educator). While being present in the text, I am also its presenter. Such dualities,
ambiguities and intonations heightened the reflexivity that evolved as the research was

performed, embodied and narrated.

Influenced by the work of Laurel Richardson and Elizabeth St. Pierre (2000; 2005), I
sought ways to de-centre the authorial monologue by developing different text forms
including narrative poems and dramaturgical scripts. These forms of writing derived
from participants’ own narratives and teaching episodes, created evocative sequences,

staging the research affectively and reflexively.

Grounded theory research methodology is a process that assists in sifting and
categorising information through successive layers of coding and analysis to develop
inductive middle-level theory (Glaser and Strauss, 1967; Charmaz, 2005). According to
Milliken (2010), this exploratory method is suited to investigating social processes that

have attracted little prior attention.

The combination of methodological strategies allowed me to stay close to the social
world of art museum educators. Gradually, through successive levels of analysis, I
identified, connected and named patterns within the research and developed conceptual
frameworks, revising these over time in response to analysis of fieldwork experiences
(Charmaz, 2003:507). To this extent, then, the study is concerned with mid-level

theoretical matters, their application and adoption, rather than meta-theory.
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Structure of the thesis

The structure of the thesis imitates this inductive process, moving from context to more

finely-grained particulars and eventually to conceptual development.

The thesis is in four sections. The first section - the prologue, this chapter and the next -
establish the foundations on which the thesis is developed, by charting broad concepts to

explicate the research methods and process.

The second section, Principles and Policies, comprises Chapters Three, Four and Five.
These chapters offer broad historical contexts and frame institutional policies and
philosophies of art museum education. Chapter Three profiles various turning points in
art museum education’s development. Chapters Four and Five continue this approach
by revealing the history of art museum education’s development at Auckland Art

Gallery Toi o Tamaki and Christchurch Art Gallery Te Puna o Waiwhetu, respectively.

The third section, Practices and Pedagogies, includes Chapters Six and Seven. Here the
art museum educators appear centre stage. The chapters attend closely to art museum
educators’ practices and pedagogies as they go about their daily task helping visitors to
understand the complexities of art works. Signature pedagogies are seen most clearly at
this juncture. Experimenting with creative forms of writing, particularly in Chapter
Seven, I aim to create conditions of empathy and de-stabilisation - similar to the
emotional and intellectual responses described in the Prologue. It is through Chapter
Seven that the thesis engages most directly with critical pedagogy, setting up an
oppositional discourse with signature pedagogy. Chapter Seven also enables the
narrative to establish indigenous pedagogy - kaupapa Maori - with a unique identity,

rather than a form of critical pedagogy.

Finally, the conclusion draws the various strands that scaffold the thesis together. The
chapter presents the argument in its entirety; links two antithetical discourses and their
associated pedagogies and lastly, suggests a model of public pedagogy that offers

prospects of productive relationships within, and because of, dissonance.

Several vignettes, inserted at intervals, introduce another dimension to the narrative.
They are reflexive interpolations: re-thinking, questioning and seeking clarification
about teaching and learning through art. They form what Maxine Greene has called

lending lives to the text: a working through of personal pedagogical stances and
conditions ([1995] 2000).
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Framing the research: art museum education

The simplicity of the research objectives conceals an enduring conundrum. Art
museums and art museum educators have never fully agreed on what should be taught,
to whom or for what ends (Newsom and Silver, 1978:13; Kai-Kee, 2011:19-58). There is
no universal curriculum or pedagogy within art museum education. So, for over thirty
years a complaint has reverberated through the literature - “ Art museum education lacks
not only a history but a theory of its own” (Burnham, 2011:3; Anderson, 1997; Eisner and
Dobbs, 1986a; 1986b; Silver, 1978).

Despite art museum education being labelled “the uncertain profession” by Eisner and
Dobbs (1986) and the lack of conceptual foundations about its basic aims, there is
confidence among practitioners in the core principle of object-centred learning and the
importance of experiential learning3 led by educators. It is these aspects that are the
foundations for distinct forms of pedagogy that distinguish art museum education from

art education and other forms of teaching.

Contrary to the reverberating complaint, the last 30 years have seen significant
contributions to the development of theories that can assist art museum educators to
ensure visitors’ development. In a field crowded with contributions, it is almost
overwhelming to attempt representative coherence. However, broad observations can

be made.

The modernist museum stands as a symbol of intellectual and artistic authority within
communities (Hooper-Greenhill, 2000; Lindaueur, 2006). Its principles and its insistence
on connoisseurship, the canon and linear transmission of authoritative ‘truths’,
authenticated by scholarship, were not questioned until the late twentieth century. The
modernist museum holds particular views of knowledge as rational, objective and
singular. Within this paradigm the art museum educator is positioned as an
authoritative interpreter and transmitter of information, teaching according to
behaviourist principles and inculcating values, dispositions and behaviours to museum
visitors who are configured as passive recipients and beneficiaries of these knowledge

constructions.

Constructivism, on the other hand, recognises that learning is based on what the learner
already knows, is culturally conditioned, individualised and experienced socially (Hein,
1998). Thus, meaning making is always fluid. Art works have contexts, social lives and
are collected, displayed and interpreted within the frame of the art museum which has

its own meanings and contexts. Within the constructivist paradigm the art museum
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educator is configured as a facilitator, drawing from the knowledge of experienced
others to join them and the art work together. Within constructivism two concepts are

particularly germane to this dissertation: museum literacy and the “post-museum”.

Carol Stapp coined the phrase “museum literacy” in 1984: as she wrote later - “a new
phrase but an old idea” (1992: 112). Stapp believed that the role of museum staff was to
fully initiate the museum visitor into the “pleasures and challenges of the museum” (p.
116). Understanding the task was anything but simple or straightforward, Stapp wanted
the public to draw on all the resources of the museum in order to “to take charge of that
learning/experience” (p. 117). In other words museum visitors gradually, over time,
would see, understand and engage critically with art, the art museum and its shifting

contexts, provided that they were supported to do this.

In 2000, Eilean Hooper-Greenhill, then Professor of Museum Studies at Leicester
University, returned to Stapp’s concept, investing it with elements of Henry Giroux’s
critical pedagogy¥ (1986: 49; Friere, 1993) to reconfigure the concept of the museum as a
site of heterogeneous voices, languages and experiences (p.140). The “post-museum”,
not necessarily confined to a building, is configured by Hooper-Greenhill as both a
political space and a process of differences, challenges and negotiations (2000:152) where
an array of events developed by communities spill outward into other public spaces. In
essence, the “post museum” was portrayed as the binary opposite of the modernist
museum. It offered prospects of dialogue, democratic decision-making, and
inclusiveness. Importantly, Hooper-Greenhill saw the museum taking an activist
position. The post-museum she wrote, “is shaped by a more sophisticated
understanding of the complex relationships between culture, communication, learning
and identity” working to promote a more egalitarian and just society (Hooper-Greenhill,
2007: 189).

In reality, the modernist art museum, albeit with some modifications, continues to
thrive. The ideals of Carol Stapp and Eilean Hooper-Greenhill are infrequently realised
in the larger mainstream art museums. However, there are visible traces of what they

advocate.
Understanding more about the discourses and pedagogies prevalent in the art museum

offers some indication of how these concepts have been refused or admitted into art

museum education practice.
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Discourses and pedagogies in the art museum

Art museums today generally describe their mission in one of two ways: either in terms
of the functions of acquisition, preservation, exhibition and education, or in terms of
effects, to develop understanding and enjoyment for visitors and users. Each approach
has processes, values and knowledge that are organised in particular ways that control,
and are structured by distinct disciplinary knowledges and authority (Foucault, 1972: 35-
43; Frow in Bennett et al., 2005: 93). Furthermore, to follow Foucault’s formulation of
discursive formations (1972: 41), the art museum privileges particular aesthetics,
histories, representations, vocabularies and architectures. This is not to say that the
formations are immutable or that the art museum is impervious to change. On the
contrary, it is the challenges, re-negotiation and transformation that come from art itself
and from critical social theory that may contribute to the re-shaping of discursive

formations within the art museum.

Scholar Stephen Greenblatt (1991) identifies two discourses that are associated with the
art museum. On the one hand Greenblatt identifies “wonder” (p.41), the enchantment of
an art work that demands and receives “exalted attention” and positions the artist as a
prodigious individual talent. On the other hand, he points to “resonance” (p.45) - the
widening ripples of connection, as well as the potentially volatile and politically potent

force between the artwork and society.

These constructs are evocative and useful ways in which to consider the primary
discourses prevalent in art museums. Furthermore, the thesis aims to link them with

particular pedagogies.

Discourse of wonder

By wonder I mean the power of the displayed object to stop the viewer in his or
her tracks, to convey an arresting sense of uniqueness, to evoke an exalted

attention.
Greenblatt, 1991: 42.

The discourse of wonder stems initially, at least in part, from the eighteenth-century
concept of the sublime and the nineteenth-century philosophy of aestheticism. These
concepts held that to be in the presence of the treasury of great art reinforced notions of
eternal verities of goodness and truth and produced a heightened sense of ecstatic

emotion. For Kant ([1764] 1987) the aesthetic was a means and an end in itself or, as poet
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Ralph Waldo Emerson described it, “beauty is its own excuse for being” (2013 [1904], The
Rhodora). Rules governed both the content and composition of aestheticism (Mitchell in
Bennett et al., 2005: 1-3).

From the late nineteenth-century modernism largely turned away from old rules
governing the sublime and aestheticism and re-wrote the concept of aesthetics claiming
naming rights for what constituted aesthetics in any given circumstance. The aesthetics
of early Cubism, for example, spoke about fracturing vision and displacement, no longer
dependent on the convention of illusionistic, one-point perspective (Fry, 1977 [1966]),
leading Georges Braque, one of Cubism’s progenitors, to be alarmed by its intensity
(Mitchell in Smith, 1974). While later, in the 1960s, aesthetics of some colour-field
abstraction with its lack of content and emphasis on colour stains and washes that were
pleasing to the eye, was tied to the medium and flatness of the picture plane. Thus the
notion of aesthetics, whenever constituted, is inscribed and situated by the rules and

dispositions of the art world.

By the 1970s the landscape of the art museum also changed in response to understanding
about aesthetics and art. Its interior was presented as a white cube erased of context and
content, with the artwork, as Brian O’Doherty presciently observed, “isolated from
everything that would detract from its own evaluation of itself” (1976: 14). Since “things
become art in a space where powerful ideas about art focus on them” (p.14), abstraction,
abstract expressionism, minimalism, post-object and conceptual art needed the white
cube and the art museum’s verification of its status as art (see, for example, Danto, 1981;
Dickie, 1974).

Modernism’s pedagogies

Modernism retained the concept of “art for art’s sake” to describe the artist’s pursuit of
individualism, aesthetic freedom, heroic status and art’s distance from social concerns
(see Pinkney in Outhwaite, 1996: 388-391). Art museum education followed the
trajectories established by art history and curatorial practice and Modernism itself.
Minimal interpretative intervention occurred in gallery spaces in case it detracted from
the art work. Art ‘spoke’ to the spectator who had the cultural capital to de-code
meanings of art works and the site in which they were located (Bourdieu and Darbel,
1991).

If interventions occurred, they were conducted by art historians and curators, rarely

educators. Experts gave lectures, speaking to slides, away from the original works. The
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knowledge they transmitted was regarded as authoritative and impartial. Interpretation
occurred within the disciplinary confines of art history, celebrating connoisseurship, the
canon, scholarship and authenticity. = This approach indicates behaviourist or
instrumentalist models of teaching and learning. In this construct teachers transmit
information to students who are configured as tabula rasa. This method is sometimes
referred to as ‘banking” knowledge in the student’s account so that they can ‘cash in” at a
later date (Friere, 1993: 53).

Signature pedagogies

Signature pedagogy is an important construct that I deploy in Chapter Six showing how
it becomes a default position for art museum education that attaches to some core
elements of the discourse of modernism’s pedagogies, particularly the veneration of the

canon.

Research conducted by the Carnegie Foundation for the Advancement of Teaching and
the Preparation for the Professions has identified signature pedagogies across a range of
professions. Signature pedagogies are associated with the application of pervasive,
routine and habitual discipline knowledge for effective practice in professional life
(Shulman, 2005; 2005a; Calder, 2006). The ritualised patterns of clinical rounds, Socratic
exchange, and collaborative design, in medicine, law, teaching, engineering and
architecture, respectively, instil structured routine and habits of mind designed to link
ideas, practices and values. Thus, when practitioners are confronted by inherently
uncertain situations of greater complexity they are able to apply expert professional

judgements to increasingly intricate issues.

For all the advantages to teaching and learning, signature pedagogies demonstrate
intrinsic rigidities and inertia. Routinized practices and understanding the rules of the
game provide safety when confronted with uncertainty. However, there is a danger that
the unexpected and emergent nature of teaching and learning is truncated by routines.
Routines become habits, an automatic default position that can become normative rather

than the foundation for refining practices or developing others.

In this study, long episodes were spent observing art museum educators teaching.
Analysis of these episodes revealed pervasive patterns of pedagogical practice that were
replicated across time and location, by all educators in the study. The work of Shulman
and his colleagues provided the impetus and assurance to name these signature

pedagogies.
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Discourse of resonance

The effect of resonance does not necessarily depend on a collapse of the distinction
between art and nonart; it can be achieved by awakening in the viewer a sense of
the cultural and historically contingent construction of art objects [...].

Greenblatt, 1991: 45.

The debate whether to privilege the object, its aesthetics or its context is one which came
to the fore in the series of papers delivered as part of two significant conferences held at
the Smithsonian Institution in 1988 (Karp and Lavine, 1991; Karp, Kreamer and Lavine,
1992). The issue was certainly not new to art museums. The art theorist Suzi Gablik was
among the first to critically assess the limitations of Modernism by pointing to its refusal
to engage with the social world, and arguing for the re-shaping of aesthetic concepts so
that they could embrace the social and political ([1984] 2004; 1995; 1991). Stephen Weil,
Deputy Director at the Hirshhorn Museum of Art, in a series of essays from the mid
1980s, engaged the debate from the museum’s perspective, asking whether museums
were about ideas not things before going on to consider in what particular ways
museums made a difference to communities (1990). While Gablik and Weil approach
the debate from different positions, they are both concerned with a wider, values-based,

engagement between the art museum and audiences.

The “social turn” was evident from the early 1990s in many Anglophone countries as art
museums (and museums) turned increasingly to consider social inclusion, the nature of
representations and the interface between museums and communities (Karp and Lavine,
1991; Karp, Kreamer and Lavine, 1992).2 While the majority of panellists at the 1988
conferences at the Smithsonian spoke about cultural relationships moving outward from
objects, a few argued strongly for the maintenance of the discourses of wonder created
through visual interest and attentive looking, with some decrying the use of long
explanatory text panels as an intrusion into that experience (Alpers, 1991; Baxandall,
1991). Nevertheless, the politics of representation and exhibitionary practices were
themes developed by the conferences. During the following decade, the literature on
these themes, influenced by critical theory, was prolific (see, for example, Bennett, 1995;
Crimp, 1993; Macdonald and Fyfe, 1996).

In Australia, Canada, New Zealand and the U.S.A. the politics of indigenous recognition
focused specifically on indigenous peoples to closely examine their dispossession from
material culture residing in museums, their participation in decision-making and their
inclusion within museums, as staff and users (see, for example, Butts, 2003; Kreps, 2003;

McCarthy, 2011). Such scrutiny also posed important questions: What is indigenous art?
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Who speaks for it and on whose terms?& Is the art museum complicit in reproducing a
new imperial ideology to help create a cultural commodity® (Mané-Wheoki, 2009: 771;
Gough and Naylor, 2009: 820; Bell, 2002; Abasa, 2001: 125-160).

Art museums were also the subject of artists” interventions. Some of these were overtly
political acts that further disturbed modernism’s trajectories by insinuating conceptual,
installation and performance art into the programmes of prominent museums. The
ephemeral nature of the medium made it difficult for art museums to acquire and artists
exploited this to further underline the exclusionary practices of museums. Art went
public: it was provocative, edgy and brave. However, the real target for many artists
was their sense that art museums in the late 20th century were in danger of being sucked
into the culture industry of global sponsorship, marketing and big business (Luke,
1992:5).14 Other interventions were at the behest of museums, providing opportunities
for artists to ‘mine’ the collections and expose the oversights, silences and mis-

recognition of historical, social and cultural representations.%

This critical stance offered possibilities for different pedagogies to be activated within art

museum education. Critical pedagogy is one such prospect.

Postmodernism’s pedagogies: Critical pedagogy

Critical pedagogy has a long and diverse tradition... reflect[ling] both a shared
belief in education as a moral and political practice and a recognition that its value
should be judged in terms of how it prepares students to engage in a common
struggle for deepening the possibilities of autonomy, critical thought, and a
substantive democracy...we want to recapture the vital role that critical pedagogy
might play as a language of both critique and possibility.

Giroux and Giroux, 2006: 181-2

The promise of critical pedagogy is the ethical dimension of public education as a site
that makes individual and social agency possible. It offers hopel] not simply about
critical thinking but about social engagement and participatory community learning. It
is not just concerned with better understanding of the world but also its transformation
(Malott, 2011: xxix).

The philosophic and practical origins of critical pedagogy lie in the reactions against the
behaviourist or instrumentalist model of teaching and learning described earlier. The
influential Brazilian educationalist Paolo Friere’s landmark work teaching

underprivileged Brazilian adults to read turned the theory of critical pedagogy into
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practice (Friere, 1993). The transformations for both teachers / teachers-as-learners as
well as learners / learners-as-teachers, were based on Friere’s three precepts: the need
for learners to reflect on the particulars of their own situation; the need for both teachers
and learners to self-consciously examine power relationships impacting on them; and,
conscientization, a process where knowing that one knows leads, in turn, to personal
transformation and the ability “to take action against the oppressive elements of reality”
(Friere, 1970: 17; Arononwitz, 2009; Giroux, 2011c: 152-166). Graham Smith’s (1999)
configuration of these processes as cyclical, multi-directional and continuous learning

revolutions avoids the suggestion of linear and singular development.

Freire’s work focussed principally on education in the classroom an emphasis that has
been followed by Michael Apple (1996) and Peter McLaren (2002) among others.
Subsequently, the focus has included higher education and, more recently, the
relationship between fine art images and conscientization (Lewis, 2011), the role of critical
pedagogy in museum exhibition development (Lindauer, 2005) and art museum
education (Leong, 2005). This suggests recognition of the widening relevance of critical

pedagogy across domains and practices.

Critical pedagogy is not without its critics. For example, leading critical pedagogues
such as Apple, Giroux and McLaren, among others, have been accused of abandoning
Marxist theory in favour of idealist liberalism. However, the more pertinent critique in
terms of art museum education comes from Elizabeth Ellsworth (1989). In her view the
paternalistic nature and structured subordinations inherent within any educational

setting remain impossible to mitigate.

Critical pedagogy emerges from the synthesis of critical theory and learning theory.
Two learning theories are particularly pertinent to critical pedagogy and to art museum
education: constructivism and experiential learning (Hein 1998). Constructivism holds
that learners use existing knowledge and cultural experience to make sense of new
knowledge and incorporate that new knowledge by giving it personal meaning. Lev
Vygotsky demonstrated that learners grow into the intellectual life around them
particularly through interactions with significant others, a process that Freire called

dialoguing pedagogy (Friere, 1993).

Theories of experiential learning, pioneered by Piaget and since expanded (see, for
example, Kolb, 1984; Boud et al., 1993), indicate that exploration, experimentations,
searching for new answers and new questions by acting on objects and hands-on

involvement encourages thinking and learning (McCulloch and Crook, 2008: 242-243).
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Experiential learning as modelled by Bernice McCarthy (2006) provides a framework
that facilitates holistic learning experiences that involve both the creation of abstract
constructivist knowledge development and experiential learning activities. Learners
have the opportunity to develop both aspects while acting and reflecting on those

actions.

Indigenous pedagogy and Kaupapa Maori principles

Indigenous pedagogy assumes particular significance in Aotearoa New Zealand where it

claims alliances with, and a discrete identity from, critical pedagogy.

Indigenous scholars advocate indigenous pedagogies in response to neo-colonial
dominance of majority interests in social and educational research and teaching
practices. They reveal how traditional research and education practices undermine and
misrepresent indigenous ontologies and epistemologies (Bishop, 1996; 2003; 2005;
Grande, 2008; Meyer, 2008; Smith, 1999; 2005; Smith, 1992).

Indigenous pedagogies exist as resistance, interrogation and intervention in marginal
and liminal spaces where colonising and de-colonising frameworks intersect. In this
borderland indigenous and non-indigenous scholars and pedagogues engage in a
complex political, cultural, social and intellectual project rooted in indigenous
knowledge, informed by critical theories of education, to confront, counter and convert
oppression to strategies of liberation and hope (Denzin, Lincoln and Smith, 2008). Thus,

indigenous pedagogy finds common ground with critical pedagogies.

Manulani Meyer, an indigenous Hawai'ian scholar, speaks of the spiritual principles
within ancient streams of knowing that connect past and present. Within this world view
knowledge is relational, embodied, spiritual and subjective, inter-connected with land,
language and lore (Meyer, 2008; Grande, 2008). Thus, indigenous pedagogies are
distinctively rooted in indigenous ontologies and epistemologies that differentiate them

from critical pedagogies.

In Aotearoa New Zealand indigenous pedagogy is imbricated with the principles of
Kaupapa Maori, emanating from within the Maori community. It is, writes Maori
educationalist Graham Smith, ‘the philosophy and practice of being and acting Maori
[where] Maori language, culture, knowledge and values are accepted in their own right”

(cited in Bishop, 1999:2). Furthermore, Kaupapa Maori is based on principles such as tino
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rangatiratanga - autonomy and self-determination; taonga tuku iho - the centrality of
tangible and intangible heritage passed down from the ancestors, and Ako Maori -

teaching and learning practices that are unique to Maori (Rangahau, 2014).

To date, scholars have engaged with the principles of Kaupapa Maori and indigenous
pedagogy in relationship to research methods (Denzin, Lincoln and Smith, 2008; Bishop,
1996; Smith, 1999) and to improve social and educational outcomes for Maori within the
formal education sector (Bishop et al., 2001; Bishop and Berryman 2009; 2010).
Nevertheless, there remain lacunae concerning research about indigenous pedagogy and

Kaupapa Maori within museums and art museums in Aotearoa New Zealand.

During fieldwork indigenous pedagogies and Kaupapa Maori epistemologies and
ontologies were observed. Despite their fleeting presence they have been configured
within the thesis as transformative pedagogies and liberative strategies. In doing so, the
thesis suggests that indigenous pedagogy and Kaupapa Maori can resist the pervasive
influences of signature pedagogy. Moreover, as Chapter Seven reveals, indigenous

pedagogy has the potential to occupy a unique space, linked to, yet discrete from critical

pedagogy.

Public Pedagogy

New and emerging literature on public pedagogy suggests a useful construct for the

development of this thesis.

The concept of public pedagogy is concerned with educational activity and learning, its
forms, processes and strategies, in informal but institutionalised spaces created with
pedagogic ends in mind (Sandlin et al., 2010; 2011). This deceptively simple explanation
belies a long etymology and its more frequent use since 2004 (Sandlin et al. 2011)
particularly in cultural studies where scholars most often emphasise its critical, cultural,
performative and activist dimensions (see, for example, Bennett, 2004; Garoian, 1999;
Giroux, 2004a, 2011a; 2011b).

It is the concept’s diverse, dynamic and pliable dimensions that enable consideration of
domains such as museums. However, as Sandlin and her colleagues note (2010: 359), it
is this very flexibility that can diminish its usefulness in researching education in
informal sites. Sandlin identifies four issues for the attention of public pedagogy

researchers: the need to theorise public pedagogy; to examine what makes sites and
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processes pedagogical; to engage more with methodological and ethical concerns,
particularly when investigating the performative, subtle and improvisational forms of

public pedagogy and, lastly, to differentiate pedagogy and curriculum.

These considerations may explain why Sandlin’s (2011) literature review identified so
few publications about museums. The literature on relevant museum case studies is
plentiful. There is a considerable body of recent literature, for example, about memorial
museums that highlight global injustices; or artists” interventions inside the museum that
are counter-institutional and speak back to museums’ (and society’s) exclusions, racism
or commitment to commercialism. There is a corpus of critical literature that documents
and analyses the highly public debates that surround many museum displays that strive
to revise historical interpretation or challenge established narratives and, as a
consequence ignite the so-called culture wars between conservative and critical

supporters (Tilley et al., 2006).1%

These examples all reflect activities, positions and knowledges that de-centre established
thinking both inside museums and the academy and beyond. However, countervailing
forces resist change. A case in point is the museum exhibition. Exhibitions aim to
educate museum visitors and promote public engagement. What such exhibitions also
have in common is authority bestowed by scholarship, intellectual status, artistic
prowess or creativity - and sometimes all of these attributes - by the authors of these
productions. Thus, curators, artists and ‘starchitects’!4 exercise a monopoly over cultural

production and symbolic capital.’%

Perhaps then, to be understood as public pedagogy the museum’s work in exhibitions
and interpretation needs to be less curricular, less didactic, de-schooled!q and more
reflexively engaged with the role that Henry Giroux describes as the public intellectual
(Giroux, 2004b).

At this point possibilities open. The thesis contemplates how to connect public
pedagogy with the practices and pedagogies of art museum education in ways that are
less didactic and more de-schooled. There is the potential to embrace both the existing
established institutional discourses while also opening new possibilities that may reform
and expand art museum education’s practices and deepen the community’s
understanding and engagement with art and the art museum. Recognition of the

formative and critical aspects of agency is necessary for this to occur.
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Agency, habitus and art museum education

Human agency is the capacity for individuals to make choices that are the rational,
responsible and ethical outcome of intentions operating within social spaces and
meaningfully aligned towards the behaviour of others (Brunkhorst, 1994: 1-3). Such
actions are connected to capabilities. Thus the intention to choose an action is
insufficient: in order to act the actor has, or develops, the ‘know how’ to initiate and

complete the action.

There are specific challenges for human agency in situations where individuals could
effect change. The social space of the art museum where the range of actors is engaged
in similar ends and where the accumulation of symbolic capital is concentrated but
nevertheless circumscribed by the institution (or external forces) is a case in point. In
such circumstances human agency appears to be circumscribed by the domination of
economic and government power: in other words structures and human agency are

fixed in dialectical opposition.

Oppositional stances are detrimental to the art museum which currently operates in a
context of neoliberal ideology?’ yet seeks to balance instrumentalism with the intrinsic
and institutional values inherited from the past. Pierre Bourdieu (1990; 1998) offers a
useful and more dynamic perspective in this instance by taking into account agents’
dispositions as well as the structured situations in which they act to conserve or
transform practices. Through the evocation of habitus and field he posits that it is agents
who construct their social world to maintain or enhance their position in it (Harker, et
al., 1990: 203). It is this relational aspect of dispositions, a complex set of actions and
networks, where agents confront each other in a field of shifting forces that can help to

explain affordances, maintenance or transformation of practices.

Habitus explains how agents share dispositions and practices even when asymmetric
power relationships exist. When the habitus of individuals and institutions aligns in the
unified social space then practices endure. This suggests that actors are socialised in
ways that inculcate and internalise habitus, relationships and expectations necessary to
operate in the particular field. Thus the dominant discourses in the art museum of
rarity, distinction, and canon formation, are fortified by the practise of signature
pedagogies by art museum educators. It is these signature pedagogies that contribute to
sustaining the dominant discourses and, in turn, are communicated and instilled in the

art museum’s visitors. Means and ends are consistent.
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Following Bourdieu, agency enables actors to change practices. In situations where
habitus is shared and asymmetric power relationships exist, an educator may reflect
critically on her practices to understand what and who has been silenced, marginalised
or oppressed. She views the art museum as a site for examination, questioning and
cultivating critical consciousness and realises that changes to her pedagogical practices is
warranted.  Articulating the reasons for changes in practice, through influence,
argument or coercion, she is able to make the case to her colleagues for changing
practices. Or, she proceeds on her own account gradually making changes and choosing

when, where and with whom to exercise the changes.

However, in the case of asymmetric habitus and agentic change Bourdieu is silent.
Asymmetric habitus and agentic change, or rather the inability to effect change, appears
(at least at this stage) to be explained on the basis of power. This leaves the indigenous
curator or educator, for example, in a solitary situation where change in practices is

precarious.

Summary

In drawing this chapter to a close I summarise several key issues.

Foremost, the decision to engage in grounded research has made it possible for concepts

and theory to rise from the research rather than the converse.

Thus far I have outlined the elements of a broad framework through which the central
thesis of this research is supported: namely that the concept of public pedagogy offers
the prospect of providing the practical means and a theoretical construct to reform,
improve and expand art museum education practices and policies. I have identified
signature pedagogy (Shulman, 2005) and critical pedagogy (Friere, 1973) and linked
them, respectively, with the discourses of wonder and resonance (Greenblatt, 1991). I
have then suggested an alignment between these discourses and modernism and post-
modernism. There is, however, considerable fluidity and permeability in this construct.
One reason for this is the considerable autonomy exercised by art museum educators as

they perform their jobs.

For the time being I have deployed a definition of public pedagogy proposed by Jennifer
Sandlin and her colleagues (2006) that is open-ended and offers a primed canvas on
which to map the analyses of art museum education that will derive from the research

process.
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Introduction. Prospects and Possibilities.

The thesis views the art museum as a social actor and, by drawing on Bourdieu (1980),
suggests that the art museum has habitus that is expressed through particular values of
social and cultural capital and revealed in its programmes, polices and physical
presence. Moreover, educators, the significant actors on which this research is focussed,
act agentically with intentions, capabilities and ethics within the structures of the art
museum. Agency theory when aligned with Bourdieu’s concept of habitus reveals the
creative tensions that arise when educators perform within dominant and marginal
discourses as well as in the spaces between. Moreover, heterdoxies or heretical
discourses leave open the possibilities for educators to effect change even in systems

where asymmetrical habitus is prevalent.
Despite the apparent simplicity of the objectives for this study, the prospects and

possibilities for the research already seem considerable. The next chapter reflects on the

challenges of making these possibilities a reality.
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CHAPTER TWO

The research process and methods

If you came this way,
Taking the route you would be likely to take
From the place you would be likely to come from,

[...]

And what you thought you came for

Is only a shell, a husk of meaning

From which the purpose breaks only when it is fulfilled
If at all. Either you had no purpose

Or the purpose is beyond the end you figured

And is altered in fulfilment.

T. S. Eliot, from Little Gidding |

In this chapter I reflect on the research process and methods that were shaped by the
course of investigation. I begin by situating the research: discussing the genesis of
the study and initial decisions about its conduct; where the study would be located
and the rationales for the choice of sites and participants. Then I explain the
consequences of those decisions in terms of strategies of inquiry, sources of
information and the research design. Next, I consider the inductive process of
grounded research theory that led to the development of a conceptual framework far
from what I had initially imagined or planned. Finally, I explain why the material is

presented in several distinct voices and a variety of formats.

In doing this, I draw on passages from Little Gidding, T.S. Eliot’s meditation on time
and journeying, exploration and knowing. I use it to speak to key moments in the
research process because it is a metaphor for “the purpose beyond the end [I]

tigured”. The grounded theory research process became just that.
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I LOCATING THE RESEARCH

Art museum educators’ roles are complex and demanding.

Unlike teaching in formal settings, art museum educators’ interactions with their
‘students’ occur in public, are short-lived and centred on specific encounters with
objects within the setting of an art museum. Participants in education programmes
range from pre-schoolers to senior citizens. A school class or a group of adults is
likely to work with an art museum educator face-to-face just once a year for two to
three hours. A family may use materials designed by an art museum educator and
visit three or four times a year. Adult groups can include postgraduate students,
seniors involved in University of the Third Age, community groups or tourists,
where outings are designed to combine social, learning and leisure opportunities.
Museum educators operate within an organisation that is open seven days a week
and offers public programmes on site throughout that time. Evening and weekend
work is commonplace. Art museum educators are free from marking, exams and
parent-teacher interviews. However, their skill-set is broadly based. They require
thorough knowledge of the primary and secondary school curriculum and
familiarity with a variety of learning styles and resources including technologies.
They must demonstrate accountability for the use of public funding. In addition to
their formal qualifications in teaching, they also hold academic qualifications in art
history and theory or art practice, sometimes to post-graduate level. They must be
familiar with all the museum’s collections and be competent in interpreting a range
of visiting exhibitions. While most often working in the public eye to develop
transient teaching and learning moments, their professional profile is overshadowed?,
by curators whose research results in visible, long-term outcomes such as

exhibitions, acquisitions for the permanent collection and publications.

One reason for embarking on this study was to capture and convey the working lives
of art museum practitioners whose practices have gone largely unremarked? and
whose motivations, philosophies and pedagogies are obscured. I am interested in
these aspects because I once practised as an art museum educator and now work as a
teacher, albeit in a very different milieu. I recognise that teachers are central to the
creation of pedagogies. Even a single teacher who models critical intelligence and
fosters such thinking can help to change perspectives and gradually contribute to
positive social change in others. Furthermore, I deem it important to consider
individuals within broader social processes, contextual narratives of institutional and

professional histories and policy development. Moreover, by background, formal
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education and inclination I respect ideas and value the dignity that comes when
human beings seek and express creative excellence - as New Zealand has taught me,

He toi whakairo he mana tangata.

From the outset I wanted art museum educators to be seen and heard as protagonists
in this study? so that they, their managers and colleagues could see the way they
once were; the way they are now; and the way they might become.X For this to
happen, close attention to the everyday realities of educators” work, capturing their
voices and practical knowledge, and an understanding of the unique milieu of the art
museum as a teaching site were needed. A series of qualitative research strategies

had the potential to meet this aim and the exploratory nature of the study.

Qualitative research

Qualitative research leaves the researcher open to new possibilities and ways of
seeing, documenting and analysing research problems. As Denzin and Lincoln (2005)
reiterate, the open-ended nature of qualitative research leads to a perpetual
resistance against attempts to impose a single, umbrella-like paradigm over the
whole project. Recognising this, the current study adopts an iterative process of
information gathering from a wide range of sources, where the relationship of
information and ideas is constantly examined and analysed (Atkinson and
Delamont, 2005). The creation of order from the assembly of disorderly information

resembles the practices of a bricoleur (Lévi-Strauss, 1966). &

The concept of an interpretative bricolage, the act of selecting and assembling
representations to make a wholei suggests openness to both deliberate
configurations and coincidences (see Denzin and Lincoln, 2005: 4-6; 1966; de Certeau,
1984; Kincheloe, 2001). In this study, decisions about which pieces of the puzzle
were needed to create the picture were not pre-determined but evolved and were
responsive to serendipitous opportunities. In turn, those decisions were conditional
on questions that developed throughout the research process. This is not to suggest
uncertainty or diffidence on my part. The point is that any process of structuring
which suggests verisimilitude to the realities of the social world is not only elusive
(and may be impossible anyway), but is also subjective and strategic.

According to Kincheloe and McLaren (2005: 316-321) it is the active agency of the
bricoleur that refuses the limitations of singular disciplinary knowledge production

and, instead, creates research methods from the tools at hand. The bricoleur engages
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in the “hard labour” of eclecticism and complexity of trans-disciplinary inquiry
(Kincheloe, 2001; 2005; Lincoln, 2001).5 In other words, the researcher’s ethnographic
inquiry into social change is informed, for example, by critically exploring the
hegemonic constructions of power from the standpoints of feminist, post-colonial
and ethnic studies. Thus, when studying the work of art museum educators in
mainstream cultural organisations in Aotearoa New Zealand, the interpretative
bricolage confronts and must account for the invisibility of art museum educators
from so much of the documentary record, and the historical and contemporary
realities of cultural indifference towards Maori within those institutions by whatever

philosophical, theoretical, interpretative and empirical perspectives available.

Qualitative research also demands that the researcher acknowledge her place,
position and perspectives. Two decades working in and with art museums - some of
that time as head of education in an Australian State art gallery is germane; so too is
my current work teaching museum studies from the vantage point of critical
museology? and a decade of that time located within the School of Maori Studies.
Museum Studies as a multi-disciplinary field of social inquiry has an ambiguous and
conflicted role in relationship to museums.’d Considered, in part, as a vehicle for
vocational training, it also develops critical knowledge about the museum and its
relationship to society. The effects of this position on museums are not necessarily
clear. The academy’s interest is in theory building and what Bourdieu called the
“unrealistic radicality’ (Bennett in Karp and Kratz 2006: 66). On the other hand,
museum practitioners’ focus is largely on operations. These different positions often
create distance and separation rather than integration, a situation that has not
escaped attention, particularly from academics whose work experiences also include

museum practice.’k

These perspectives and working experiences played a significant role in my initial

decisions about research design, the selection of research sites and participants.

Sites of insight: Decisions

The choice of the first research site was deliberate. Three criteria informed the
selection. The Christchurch Art Gallery had opened in a purpose-built site in mid-
2003. Its collections had a distinctive regional focus. There were two educators on
staff: one had been appointed in 1979, the other in 1982. They were the longest

serving art museum educators practising in New Zealand, so their experiences
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offered opportunities for me to understand the genesis and continuation of art
museum education in New Zealand. Both were planning retirement. I wanted to see

them in action and to get their stories before they stepped down.

The Gallery’s director, appointed in 1995, had a lengthy professional background as
the Chief Education Officer at the National Gallery of Victoria in Melbourne and was
an active member of the international association ICOM-CECA.!2 These
circumstances offered the potential to understand how a museum director’s previous

experience might contribute to education policies and programmes.

The Gallery had established a Kaupapa Maori traineeship in education, underwritten
by Te Papa National Services'3 and the Ngai Tahu Development Corporation. The
position was (and, at the time of writing, remains) unique among art museums in
New Zealand. I was interested in exploring the genesis of this initiative and to

understand the dynamics of its abrupt termination.4

The Christchurch Art Gallery also offered an opportunity to track and trace past
practices and current developments. The Gallery’s antecedent was the Robert
McDougall Art Gallery (1932-2002); other key participants, apart from the long-
serving education staff, had experience of working in both institutions. Not only had
the then new Manager of Public Programmes begun his museum career as a trainee
at the Robert McDougall Art Gallery in the early 1990s, but also the Kaupapa Maori
educator had been appointed as kaiarahi for the Te Maori exhibition there in 1987.
Such confluences suggested that Christchurch would provide an ideal site for the

pilot study.

Because my original research proposal outlined a multi-site, two-country
comparative study, I considered the initial phase of fieldwork at Christchurch Art
Gallery a pilot study where I could test the length of time needed to carry out
observations, and experiment with a number of research techniques associated with
that process. During the time in Christchurch I realised that the proposed
parameters of the research were untenable. To understand the nuances of art
museum educators’ work, particularly their work with school groups, I needed
sustained periods of observation. Furthermore, the documentary records related to
the development of art museum education were more fragmented than I had

anticipated and I needed longer to find, and then come to grips with that material.
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The choice of the second site was not finalised until after the pilot study in
Christchurch was completed in mid-2004. By then, the decision to reduce the scale of
the study allowed me to think differently about the salient criteria. Factors
associated with similarities and differences of the sites, particularly the longevity of
key participants and international connections to art museum education, influenced

the decision about the second case study: Auckland Art Gallery.'a

There, the Gallery’s director, appointed in 1995, had been an art museum educator at
the Queensland Art Gallery (Australia). The Curator of Education had served in his
role since 1991. The Public Programmes curator had worked as an education officer
at the National Gallery of Victoria (Melbourne), the Museum of New Zealand Te
Papa Tongarewa and as head of the art department in a New Zealand High School.
The Manager of Public Programmes had worked in New Zealand and Australia. A
young woman joined the education staff in the role of ArtStart/ArtSmart co-
ordinator two months before my fieldwork at the Gallery commenced. Her presence

offered a chance to see how a new incumbent contributed.

The northern site offered several counterpoints to the southern one.'& The Auckland
Art Gallery is the oldest of the metropolitan art museums in New Zealand,
occupying the same site since its foundation. Its collection is regarded as the
country’s most extensive collection of New Zealand and international art (Saines,
2011). The Gallery’s first professional directors were instrumental in establishing a

focus on New Zealand art which has been maintained.

The other points of difference between the two sites were geographic and
demographic. Auckland is the largest and most ethnically diverse city in New
Zealand located at the top of the North Island. Christchurch is the largest centre in
the South Island: 85% of the population identifies as European or New Zealander
(Census, 2006).

I have explained the rationales for site selection in some detail. In doing so there is
an a priori assumption that the sites offered opportunities for cross-case comparisons.
At the outset this was certainly part of the consideration. However, as section three
below will show, that was no longer a consideration once the conceptual framework

was clarified.
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Building sites: case studies

Case studies reflect the choice of what is to be studied. Flyvbjerg (2011; 2006)
suggests that case studies share four characteristics: delineation of the unit's
boundaries; in-depth, detailed investigation; attention to developments over time

and, lastly, contextual focus.

Through the deliberate choice of research sites and key participants I configured a
bounded space that included art museum educators, their immediate line managers
and directors, as well as the programmes that educators developed and
administered. Girdling this social world of people, things and ideas were three
bands - history, policy and physical space - each exerting specific forces on this

immediate world.

Activating such limiters offered benefits to determine relevant context, narrowing
the focus of the study and enabling intensive idiographic research. I was heading
into new territory - the field had not been explored previously and, while I had some
conceptual preconceptions initially, they proved illusory. This meant I was in new
terrain conceptually as well. Case studies offer some safety in these circumstances:
the social world is smaller; particulars and nuances matter; concepts can build
gradually and be modified. From the outset I knew that at least part of the research
would take me into ‘hot spots” where case study methods would be particularly
useful to learn about particulars. As Flyvbjerg (2011) writes, too reassuringly
perhaps, “the case study produces the type of concrete, context-dependent
knowledge that research on learning shows to be necessary to allow people to
develop from rule-based beginners to virtuoso experts. [...] Context-dependent

knowledge and experience are at the very heart of expert activity” (2011: 302-303).

Before beginning fieldwork I understood that case study methods would help to
build “thick description” (Geertz, 1973:3) and the dense narratives that were needed
to understand this particular milieu. Now, looking back over the research process
and methods, despite the twists, turns and double takes, I cannot imagine another
way of conducting the research. The research methods matched the need to gather
information-rich material and offered the scope and flexibility to learn from unusual,
serendipitous and sometimes difficult circumstances. It is those difficult
circumstances, the ‘hot spots’, where ethics mattered as much, if not more, than

method.
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An ethical attitude

Working with an “ethical attitude”, Josselson suggests, “is thinking through [ethical]
matters and deciding how best to honour and protect those who participate in one’s

studies while still maintaining responsible scholarship” (2007: 538).

Research ethics are codified and ethical processes are reviewed by a formally
constituted ethics committee before research commences. However, it is the
prevailing principle of “do no harm” adopted by the researcher that applies a duty of
care to all participants. The researcher adheres to these established principles,
practices and paradigms but enacting them requires on-going consideration

throughout the research process.

The decision to use real names for organisations and participants, albeit at the
insistence of the participants, is one example where on-going attention to an ethical
attitude is necessary (Moore, 2012). The existence of professional and personal
relationships with research participants; changes to the research focus; my role as
ethnographer building rapport and then later analyst appropriating participants’
ideas and words and the immediate effects and longer term consequences of those
shifts on participants, are others (Freeman, 2007; Mansvelt and Berg, 2010; Opie,
1992). The more I worked with documentary records and archives, the more
persistent the question became: What duty of care exists for those persons - some
deceased - and organisations represented in the documentary record? All of these
considerations are germane to this study and all post-date the formal approval
granted by the University’s Human Ethics Committee. Writing about these matters
now has enabled me to enact a post-ethics review strategy suggested by Tolich and

Fitzgerald (2006) and to identify and address unresolved ethical issues.%

In this study participants immediately recognised what Tolich and Davidson (1999:
77) call the small town nature of New Zealand. Given the restricted size of the
museum sector in this country, participants felt that not only would institutions be
instantly recognisable, but so would they.!& The majority of participants in this study
are museum practitioners with long experience working in the public eye,
accustomed to personal recognition within professional circles, the local community
and for some, the media. They raised the issue with me frankly, well before giving
informed consent, thus exercising autonomy by taking control of the process.’% They
also anticipated issues that limited the principles of external and internal

confidentiality (Tolich, 2004). In other words they expected to be recognised by
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people outside the organisation and saw the futility of using pseudonyms.
Furthermore, they reasoned that, once the research was reported, internal
confidentiality could not be maintained: their individual viewpoints would be
revealed to immediate work colleagues. Using pseudonyms may well be good ethical
practice but where the field of actors is small and their entangled interdependencies
great, it may well be unrealistic (Tolich and Davidson, 1999; Tolich, 2004; Guenther,
2009; Floyd and Arthur, 2012). 2

At the beginning of the research process all but two of the participants were long-
standing professional colleagues. In the past, two of the participants were employed
full-time over several years in teams which I led and I had worked closely with
others on the ICOM-CECA Conference held in Christchurch in 2000. In the “global
village” (MacDonald and Alsford, 1989) of museums such relationships are
commonplace, even inevitable. I acknowledge that there are limitations in having
such close relationships with research participants. However, I made strenuous

efforts to ensure that no conflict of interest, actual or perceived, existed.

Tolich and Davidson (1999: 70) indicate that the five principles underpinning ethical
conduct in research work in concert not as individual proscriptions.2i What these
principles activate is an ethical mode that makes the researcher responsible to the
participants. In this particular research process attention to an ethical attitude
assisted in creating reciprocal relationships of trust. Strategies of inquiry were
designed to draw on participants” experiences; inviting some participants to review
sections of the penultimate draft and using performative strategies to communicate
and interpret the research maintained those principles, nurtured a duty of care and

enabled me to work with an ethical attitude.

The following sections elaborate these strategies.

IT STRATEGIES OF INQUIRY

So | find words | never thought to speak

In streets | never thought | should revisit

When | left my body on a distant shore.

Since our concern was speech, and speech impelled us
To purify the dialect of the tribe

And urge the mind to aftersight and foresight,

Let me disclose the gifts reserved for age

To set a crown upon your lifetime's effort.

From Little Gidding Il
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Invoking T. S. Eliot again, I now explain how researching in public archives and
using ethnographic methods have more in common than this appropriating bricoleur
ever imagined. Archival and documentary sources together with ethnographic
methods afforded the ability to “find words I never thought to speak” and “urge[d]
the mind to aftersight and foresight”.

Archives: the material turn and the documentary world

Carolyn Steedman’s finely nuanced concept of the archive as place, idea, memory
and power owes much to her understanding of its etymology,: knowledge of its
post-Enlightenment evolution and her responses to the post-structuralist
considerations articulated by Michel Foucault and Jacques Derrida.2d Equally, as an
inveterate user and consumer of archives, she knows full well the promises and
pitfalls that await scholars and writers working there (1998; 2001; 2001a; 2011,
2011a).24 As place, an archive

may indeed take in stuff, heterogeneous, undifferentiated stuff ... texts,
documents, data ... and order them by the principles of unification and
classification. This stuff, reordered, remade, then emerges - some would say
like a memory - when someone needs to find it, or just simply needs it, for new
and current purposes (Steedman, 1998: 66).

Driven by research, preservation management training and the expectation that
documentary sources are a potent foundation for research, my relationship with
this construction called archive is ambiguous and contradictory. It begins with
confronting the preliminary extrapolation from the bland descriptions of series
lists to select - often guessing - what may be useful. Expectation continues in the
protocol of encounter. Summoned to the inner sanctum; signing in; security
cameras indicative of surveillance and regulation. Conduct to the secluded carrel;
boxes arriving from the stacks and off-site stores; the unbundling; untying green

tape; heaving leather-bound volumes of newspapers on to broad tables.

I touch the past

(and am touched by it)

but leave no print of myself there.

White gloves protect me from it -

though not it from me, it seems,

As dust and spores settle on the surface of the gloves I wear;
and, from time to time,

I sneeze.

Tihei mauri ora! 23
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The rituals and realities of endeavour follow: mountainous files; reading, note-
taking and transcription. Or, one hand on the wheel, the grey flicker of text
passes by in a blur, with the fiche reader driving on to the final (in)finite white
light. So much stuff - not read. Where will it end - and when? In this intimate,
solitary enterprise time takes on new meanings. The filing order, chronology
reversed, occludes perspective. The past is present in fragments and in

concentration, the present passes too quickly.

The sublime satisfaction of engaging in academic detective work (Roche, 2010),
“the empirical doggedness” (Steedman, 2001a: 1164) urges the mind to after-sight
and foresight. I look for beginnings, origins and “where it all began”,2a tiny
flotsam passing in the great river of documentary evidence,?Zand will into being
the “emotional force of the collective minor”.28 If I find it, its import is seldom
immediately apparent. The gifts reserved for age a hollow crown: the

ordinariness of the archive?,a disappointment.

Not until later, much later, when I read into the silences and omissions of this
voluminous miscellany do I begin to understand the power of the archive. The
donors” generous endowments and archivists’ selections inevitably distort the
record. The good and great appear disproportionately in these files: the average
and the ordinary are the disappeared. Contexts, the ideology of the writer,34 the
formality of business correspondence, its obfuscations and occasional

uncharacteristic tonal irruptions require careful analysis.

History does not begin in the archive. What ends here is stuff, meagre indexed
fragments of material evidence. By being here, working with it, thinking through
that stuff, I appropriate, choose, re-use all resonant conversation from the
articulate past, then re-form to “present purpose”.3L Only then can the business of

writing history begin.

Ethnography

One of the few published ethnographies of museum practices behind the scenes,
Sharon Macdonald’s study at the Science Museum, London 1988-90 shows why

deploying an ethnographic attitude helps researchers to highlight - and museums to

understand - not only how things appear to be but also how they might be otherwise
(1997:94; 2001; 2002). Writing of her experiences Macdonald invokes Daniel Miller’s
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(1997: 16-18) understanding of “ethnographic commitments” to explain why careful
looking and listening to people allows them to be seen as “material agents working
in a material world” (Miller, 1997: 16-17). To do otherwise, is to rely merely on what

they say they do.

Turning to people: material agents and the art museum world

Being on site, in the presence of the people, looking and listening to them, provides
insights altogether different from reliance on de-personalised documentary records
or surveys. As an “I-witness” (Geertz, 1988: 73) it is possible to comprehend the
distinctions and relationships between front stage and back stage behaviours of
participants (Goffman, 1959). To be there is to notice the slight edginess of educators
in final pre-tour preparation; the mental and physical agility required to sustain the
teaching moment day-in-day-out; the exhilaration that accompanies a tour de force
and the disappointment when cues are missed. Seeing middle-managers, far from
the footlights, stage-manage actors and technical support, controlling the overall
performance. Observing directors command centre stage to deliver the crucial
monologue and then maintain their stage presence beyond the limelight. And finally
to understand that the actor with the greatest role is the gallery building, the
exhibitions and the artworks it contains.?2 To be there is to see what is often taken
for granted and to participate in working lives lived, not performed for the
ethnographer (Miller, 1997: 17).

At the Christchurch Art Gallery my daily life became a steady round of interviewing,
interspersed with much longer periods observing educators work with school
groups, conducting floor talks with adults and training volunteer guides. I attended
as many public programme events at the Gallery as I could fit in to my schedule
including programmes during the evening and at weekends. Behind-the-scenes I sat
in on informal meetings, joined staff for breaks in the tea room and helped out in the

art studio.

Developing techniques to document what happened on the floor when educators
worked with classes was challenging. The spatial configurations of the gallery, the
wider public use of the space, the need to focus on educators3 rather than the
individuals in their groups, the mobility of tours, and the complexity of rigging and
working with obtrusive equipment ruled out video recording.?4 Audio recording
could provide a record of talk but not of movements, gestures and interactions. I

resorted to the least conspicuous, least cumbersome and most portable method -
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note-taking. I used small, paperback note-books that fitted into a pocket and could
be folded along the spine, giving a firm writing surface. I worked in pencil rather
than ballpoint pen, primarily because it met the galleries’ requirements for

preventive conservation.

I considered recommendations from researchers about constructing observation
grids (Fetterman, 1989; Robson, 1993; Croll, 2004) but felt that these would be too
prescriptive and deterministic. Instead, I adopted an open-ended method that
charted actions and talk and plotted these against time intervals aiming to capture as
much detail as possible in my jotted notes (Tolich and Davidson, 1999). Once an
observation episode concluded, I would retreat to a quiet location and begin the
process of de-briefing myself. The continual focus on what was happening and how,
quickly sharpened my senses. In the early days my prompt for these sessions was
the direction: ‘turn the camera to replay’. I would write down everything I could

recall, cross-referencing this to the notebook jottings made during the observation.

I came to recognise particular characteristics of individual educators’ teaching styles
and created short-hand descriptions for these. In the early stages of field work I felt
this method of documentation was ad hoc. Gradually as I used my notes to reflect on
the day’s events, to write memos and more detailed accounts or as a spring-board for
interviewing and follow-up discussion with educators and their managers, the utility
of the approach made sense. While on site I avoided any attempt at analysis. I
reasoned that because my site visits were in blocks of four weeks, the most important
thing that I could do was to gather materials, absorb and document what was

happening.

Without fanfare, I was wrapped up by and into the fabric of the institutions quickly.
In Christchurch, I was asked to use the staff entrance, given a swipe card enabling
access to all but the most secure areas of the Gallery. I could be at work early in the
morning and stay on after the Gallery closed to the public in the evening provided
that a member of staff was available to escort me out of the building. I was
introduced to individual staff in their offices by the director or the Public
Programmes Manager and allocated two working spaces. One was located upstairs
in the library. This is a small space, so my desk was in clear sight of the corridor,
adjacent to the curators” offices and a short distance from senior administrators and
the staff tea room. I used the Library for archival work and occasionally for
developing field notes. I was visible and that, together with close proximity to staff

and facilities, allowed me considerable latitude to observe and participate in daily
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life. I knew several staff not participating in the study and had been a behind-the-
scenes visitor on several occasions before the study commenced, so my presence was
viewed as a residency rather than loaded with perceptions of an ethnographer in
their midst - with attendant (mis)perceptions of being watched. The second working
space was in the corner of the art studio immediately overlooking and connected to
the educators’ open plan offices. From this vantage point I could participate in
scheduled programmes easily. Again proximity and opportunity made informal
conversations not only possible but frequent. In the evening I transcribed interviews

and prepared detailed field notes.

At the Auckland Art Gallery my pattern of activities was similar. There was,
however, one major difference. The majority of my time was spent in the Gallery’s
public areas and my working day corresponded to public opening hours. The reason
for this was simple: there was an acute shortage of office space. The educators shared
a small open-plan corner of a room where the curators also worked, each in
individual glass partitioned offices. The Gallery’s Library staff provided me with
additional access in the library but it too was small and closed when the librarians
were not in attendance. The Gallery’s café became a de facto office: I conducted
several interviews there; talked informally with staff and de-briefed tours and other
programmes with the education staff. At other times I was “on the floor”. Being
there allowed additional insights. Apart from docents and attendants, mangers were
rarely seen there and only infrequently attended events such as lectures and floor

talks. I had noticed this in Christchurch as well.

ITI ANALYSIS

Next, I consider the inductive process of grounded theory research that led to the
development of a conceptual framework far from what I had initially imagined and

planned.

Unlike traditional ethnographic research that begins with preconceived theories,
frameworks or hypotheses, grounded theory research methods enable researchers to
focus on their data collection and build inductive middle-range theories through
successive layers of data analysis and conceptual development (Charmaz, 2005: 507;
Bryant and Charmaz, 2007; Glaser and Strauss, 1967). It is an exploratory method
particularly suited to investigating social processes that have attracted little prior
attention (Milliken, 2010).
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The virtues of grounded theory methods are close encounters with the social world
being investigated, and developing iterative processes that sustain relationships
between concepts derived from qualitative data. Because the focus is on how
participants perceive phenomena, and explain their own philosophies and practices,
the variables cannot be identified in advance (Milliken, 2010). By incrementally
building more complex understandings of the connection between variables,
categories and concepts, the aim is to reach more abstract understandings of those
relationships (Charmaz, 2005; Bryant and Charmaz, 2007). It is this iterative process
of thinking through and painstakingly coding the variables to identify and connect
patterns as they emerge that has proven useful in the current project. Maintaining
close encounters with reality is enhanced and underpinned by posing an ever-
present heuristic that asks ‘“What is happening here?” The inflection on each
constituent word in turn, suggesting a form of textual analysis, helps to create

sometimes fleeting refractions of realities (Richardson and St. Pierre, 2005).

In grounded theory research data consists of any information about the research
topic that can be gathered, including the researcher’s own field notes and the
literature. In traditional forms of grounded theory research the process of coding and

analysis occurs throughout fieldwork informing the evolution of data collection.

Encounter I: Making no sense of it at all

Writing about the process of grounded research now assumes an ease that belies the
tumult of conceptualising the research framework. My initial predisposition to go
into fieldwork with preconceptions added to the conceptual confusion. That
confusion compounded when I analysed materials that I had stock-piled. Much of it
did not fit my initial preconceptions; nor did it answer the initial research question
about innovation. It was dispiriting. I did spend an inordinately long time kicking
over rocks looking for frogs only to find toads - then spent even more time
wondering how I could transform toads into frogs. Rock kicking and failed spells

took their toll and, once again I turned to T. S. Eliot and Little Gidding, to find this:

And what you thought you came for

Is only a shell, a husk of meaning

From which the purpose breaks only when it is fulfilled
If at all. Either you had no purpose

Or the purpose is beyond the end you figured

And is altered in fulfilment
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After long periods of fieldwork, I faced the bitter possibility that I “had no [clear]

purpose”.

Close encounters of the second kind

To search for “the purpose beyond the end [I] figured” meant going back to the data
and applying the core processes of grounded theory research - coding and
categorising, to create the “building blocks of theory” (Milliken, 2010: 550). The
application of grounded research methods offered the prospect of building mid-
range theory that addressed educators’ practices with an immediacy, relevance and

resonance that meta-theory might well not have permitted.

By meticulously re-examining interview transcripts and field notes, and undertaking
processes of constant comparison, I constructed core categories and notes to explain
the emerging typology. Gradually relationships between clusters of open coding
and core categories became more obvious. Later still, abstract concepts that
accounted for the relationships between the data emerged. Open coding began by
identifying key words and phrases from the interview transcripts, my field notes
and, eventually, selected literature. An inundation resulted. It abated only when
‘saturated’ - a state judged to occur when data no longer supported additional
categories. Selective coding, a means to compare and integrate open coding

categories to create core codes, occurred in tandem (Holton, 2007: 265).

For example: the open coded phrase, “...she was as hooked as I was and the pair of
us were dancing off each other...” was part of one educator’s story about a
remarkable communication break-through during a school tour involving the
painting Sangro Litany, by Ralph Hotere. The core code to describe educators” self-
assessment for their highest forms of success became Dancing with Hotere. The

conceptual code referred to reproduction of aesthetic and institutional values.

The core code passionate commitment to job emanated from one educator in this study
who said: “...it's a vocation and it’s rooted in a deep personal philosophy as well.”
The conceptual code became Missionary zeal, an expression coined by Danielle Rice,
Head of Education at the Philadelphia Museum of Art (1987: 4-10).

Open coding statements such as, “...I am not sure whether they know exactly what I

am doing”; or, “... there is the stigma when you come into an institution like this that
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you have a teaching background - and that was part of the discomfort when I first
came here”; and “...It nearly killed me; I was really tired... no one noticed...” became

the conceptual code for enduring status deprivation.

The conceptual code customary pedagogy had its origins in fieldwork observations
when distinct patterns - routines, gestures and phrases - appeared repeatedly or in

such phrases as:

...In a sense [teaching] becomes unconscious. Over time, with this background
you then respond to a situation without consciously thinking about what you
are actually doing or why you are doing it...

The conceptual code was linked to signature pedagogy when covalent characteristics

emerged in the academic literature (Shulman, 2005; Calder, 2006).

In these examples, and many others (see Table 2.1 for selected examples) that were
formulated, the analytical design took shape with the core code encapsulating the
personal and vocational realm and the abstract code the structural realm. The core
codes are sufficiently resilient to embrace both language and gestures. A ‘Hotere
moment’, for example, became a metonym for sketched field notes made during an
observation episode, denoting particular tell-tale signs that educators’” were very

pleased with their efforts.

There are other factors in the coding process that make the relationship between
agent and structure apparent. One is attunement to language as description and
metaphor.®3 Educators, like actors, work with scripts, are stage-managed, directed
and produced. Educators choose particular scripts carefully, deliver virtuoso
performances, improvise or embody other well-used performative strategies. All
these instances suggest individual agency. So, in this case, the metaphorical
language of theatre and performance offers aesthetic, rhetorical and theoretical
possibilities that link the individual museum educators’ realities of performing
pedagogies with the structural context of the galleries’ cultural performance (see
Kirshenblatt-Gimblett, 1998: 64-75).

While I have focussed on the formative aspects of coding within the rubric of
grounded theory, the method has generated debate particularly about its positivist
tendencies (see Charmaz, 2005 for a summary). The debate is not resolved but is

apparent within the discourse associated with the vulnerabilities of all post-positive
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interpretative methodologies (Charmaz 2005; Lincoln and Guba, 2005; Dey, 2007;
Bryant and Charmaz, 2007).

For the most part, I put such concerns to one side. Ifound the practice of coding in
particular and grounded theory research methods more broadly to be practical and
adaptable. I enjoyed staying with the material and seeing things again or anew yet
appreciating it differently. I found the method of sense-making, the freedom to
move between various previously identified sources and the flexibility to search for
new ones along the way, satisfying. Being alert to different possibilities led me to the

next encounters and a step closer to conceptual clarity.

Open coding Core category Conceptual code

e ‘“lthinkitis seen as an elite
experience ...that it's a turn off. |
really think that.”

e “..anissue raised yesterday with
the curators on an exhibition that's
called Leitmotif: the Motifs in
Frances Hodgkins’ Art. | said | find
this an absolute elitist - | didn't say
wanky - but | wanted to...”

Maintains hierarchies

o  ‘“[the video] is still used in to
organise the children; we have re-
engineered it slightly so that it is Behaviourism
more curriculum compliant...It helps
model how the children should
behave in the gallery”

Reproduction of cultural values and

e “..you are teaching teachers as well norms
as the kids — you are making them
aware —giving them the words and
the ways of expressing ideas about
works of art...".

e ‘| despair about this ... | don’t
discipline myself enough to read
Catalogues. ..l have ggt to start Transmission
doing that - get the catalogue, sit
down and read it and know about
the work and be able to transmit
ideas ..."

e  “Luckily we have a great data base
that we can access for all the artists
in our Collection and information on
the works. So if | want broader
knowledge | go there.”

e “Alotisintuitive.” .
e “The depth of art historical Professional knowledge
knowledge | have and the ability to

Signature pedagogy
(aka customary pedagogy)
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appreciate the working process of
the artist... actually | don't find it all
that different from art history.”

“...that sense of engagement with
the art and with other performers —
that was always exciting because
you saw the art animated by
something happening in the space in
areal way.”

“...personally involved in
interpretation with fairly young kids.
Those young kids are the most
amazing audience — they are
extraordinary.”

“...there’s not a day that | have to
drag myself to this job ever.”

Passionate about job

Missionary zeal

“Working with [Pasifika] communities
was like coming home... it's never

Co-constructed knowledge

Critical pedagogy

been replicated...” & experience

“There have to be those personal

connections that made people feel Manaakitanga Kaupapa Maori
warm and comfortable in the place.”

“ the whole thing of subverting an

exhibition ... or getting a course : .

through which has very little to do Distuption

with what the curator is talking Agency (Resistance)
about... Critique

“...1 find that the museum education
here is incredibly, incredibly,
restrictive.”

“LEOTC ... it's the Holy Grail...”
“Numbers are the markers of
success. Yeah. Absolutely.”

“We've had [a commercial gallery]
show here. That is really argued
against. ... I've said, ‘'l understand
that - but we get a good month’s
visitation in just one weekend'. And
we use that to get 50-60 new e-mail
addresses and distribute pamphlets
on our programmes...”

Cognitive capitalism

Neo-liberal co-option of pedagogy

Table 2.1
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Close encounters of the third kind

It was a eureka moment.

I had spent several hours coding ‘Dancing with Hotere” as reproduction of cultural
norms. The highlighter had dried up and pink flags so heavily fringed the interview
transcripts that all theoretical roads seemed to point to Distinction (Bourdieu, [1984]
2002). Not that this was unexpected, but I had hoped for a different path to emerge

that would resonate more directly with practitioners.

My reward for the day’s diligence was to listen to the podcast of De-schooling Society,
a conference held at the Serpentine Gallery in London the year before.34 Taking its
cue from Ivan Illich’s (1971) radical study of the education system in Western
countries, the conference was designed to offer critical ideas about pedagogical
experiments in art and education. The line-up of speakers was impressive.

Conference proceedings were not published: I would need to listen carefully.

Somewhat randomly I chose one presentation, became enthralled; then chose
another. There was considerable diversity in topics and formats and it was hard to
identify coherent strands. Individual presentations were stimulating and thought-
provoking. Irit Rogoff, a distinguished academic from Goldsmiths College, at the
University of London, wondered why exhibitions failed to live up to the promise of
critical pedagogy and whether art museums constrained any attempt of new
knowledge formations. The key-note address by Martha Rosler, from Rutgers
University and advisor to the Education Department at the Whitney Museum of
American Art, included an indictment of art museums’ failure to engage with the
political. Christopher Robbins, a curriculum and pedagogy specialist from Eastern
Michigan University, maintained that the pedagogical effects of neoliberalism must
be contested - but then showed how neo-liberalism infiltrated and co-opted the

pedagogies of transformation.

I do no justice to the complexity of the speakers’ arguments. Nor is it correct to
suggest that these presentations became the models for my work. Rather, they
ignited my imagination, allowing me to connect words, themes, and coding
categories which had remained dislocated and incoherent. Public pedagogy was

pivotal from that moment.

74


sfabasa
Inserted Text
36. De-schooling Society; art, education and knowledge production was held 29 and 30 April 2010 at the Serpentine Gallery, London in conjunction with the Hayward Gallery and the Museum of Modern Art, New York. http://haywardgallery.southbankcentre.co.uk/category/deschooling-society/.  


Chapter Two. The research process.

Later that evening I was sufficiently inspired to begin sketching the rudimentary
conceptual framework that I would follow. In keeping with the central tenets of
grounded theory, I refined it often: always returning to the first draft before making

amendments.

Conceptual framework

The conceptual framework for this study brings together pedagogies, discourses and
theories of pedagogy in order to better understand the nature of art museum
education in Aotearoa New Zealand. It offers a framework through which to

consider public pedagogy.

The framework identifies two broad modalities - signature pedagogies and critical

pedagogies.

Signature pedagogies are commonplace pedagogical practices associated with formal
and informal learning in art museums. The features of signature pedagogies become
recognisable only through close observation of teaching moments and analysis of its
patterns and variants. The salient characteristics of signature pedagogy are patterns
of practice. They rely on specific forms of disciplinary knowledge and practical
know-how to affirm, maintain and transmit the values, principles and norms of the
art museum. Signature pedagogy is supported by the political economy of the art
museum that rewards art museum education for instrumental outcomes such as high

attendances and visitor throughputs.

Critical pedagogies are fleeting and rare in art museum education practice. They
appear as complex and critical dialogues, and raise issues about some of the most
pressing and contentious issues of our times. Critical pedagogy finds resonances
with the work of socially and politically engaged artists. The salient features of
critical pedagogy are its challenges to the status quo, and its capacity to encourage
collaborative and co-constructed practices between art museum educators and
communities. It is these aspects that offer prospects of transforming art museum

education practices.
Indigenous pedagogies are the most rare and fragile of all pedagogies associated

with art museum education. They are distinctively rooted in indigenous ontologies

and epistemologies emanating from within the Maori community, and are teaching
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and learning practices unique to Maori. Thus they appear as distinctive from critical
pedagogies with the capacity to transform not only art museum education practices

but the art museum itself.
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Figure 2.1 Initial conceptual framework for this study
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Leading up to and during this research I read many theses. When discussing their
conceptual frameworks, authors wrote with great clarity. Not one mentioned trials
and tribulations along the way. I envied them then - and now. My experience was
anything but straightforward. The important issue that I needed to grasp was that it
was the inductive process of research that led to the development of the framework.
To develop the framework I needed to write - but writing did not take me there
immediately. Only once the framework was in place could I begin to shape the

chapters and impose some order.

IV PRESENTATION

Here I aim to deal with three topics that relate to the presentation of this research. In
the first part of the section I describe different forms of writing intending to show
how these practices reflect cognitive processes associated with documentation,
interpretation, analysis and reflection - processes central to this dissertation. While
writing is not merely a transcription of thinking, I see these writing forms as inter-
twined with thinking and knowing. To understand the indivisibility of “the dancer
from the dance”,%% speaking from voice, or knowing from thinking is to see traces of
one in the other and thus to recognise the distinctiveness of each as well as an holistic

entity.

In the second part of the section I explain why the two distinct voices in this
dissertation are consistent with the interpretative stance that I have adopted. Lastly,

I very briefly consider reading.

Writing down; writing up; writing in and writing out

These phrases are in common use. Here, I invoke them as shorthand for actions
performed in the research process and for communicating that research. Reflecting
on how they are performed and linked in the current study speaks about them as
writing acts (Derrida, 1976) integrated within the gradual evolution of my thinking
about how to communicate the research and what the communication conveys. Such

consideration suggests more complex issues are at stake.

Write down (a) commit to or record in writing; note down (b) designate or reveal (a
person; or oneself) as; ... (OED, Volume 2. 1993: 3731).34
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I transcribe primary sources from archives, interviews and talk, verbatim. I also
write field notes that document, describe and distil observations. I write down

descriptions of photographs and match these to documentary accounts.

In ‘writing down’ I work within the broad framework of the research topic
systematically but also instinctively. I am open to serendipity. In the ‘field” and on

the “trail’ I follow my nose and steer by the seat of my pants.

One outcome of the process of ‘writing down” is the development of an archive, a
cabinet of curiosities (Maleuvre, 1999; Yaya, 2008; Zytaruk, 2011), a collection. The
collection comprises different media: audio tapes; video tapes; notebooks; transcripts
and photographs in electronic and hard copy, photocopies and books. Month by
month materials mushroom and I devise systems to house, classify and index them.
Almost inadvertently I have become an indiscriminate collector. But like most
collectors I already have my favourites and I know which materials are priceless. I
take steps to guard these from damage or loss and, where I can, make duplicates.
However, at this stage, the collection (my collection) is still a private assemblage of

minutiae.

I return to the task of writing down again and again over many months: memos,

notes - and memos about memos. By then ‘writing down’ is becoming ‘writing up’.

Write up (a) write a full account, statement, description, or record of (something);
elaborate in writing; (b) commend or praise in writing (c) make entries to bring (a
diary, report, etc.) up to date; complete (a record) in writing.

Writing up begins the process of ordering, structuring, fixing and making permanent
that which has been written down. It brings with it the prospect of readership,
audience and scrutiny. The ‘crisis of representation’%.is no longer an abstraction - it

has become a weighty reality.

The text that forms through writing up is a form of representation, actively
constructed to produce meanings and social reality (Richardson, 2005: 961; Geertz
1973). The process changes me from an indiscriminate collector to one who exercises
discretion, prudence and discernment. Moreover it reveals shifting subjectivities
about what is selected, represented and interpreted, including what I wrote down and
how I write up.

Thus ‘writing up” is anything but a “full account” of what was ‘written down’.

However, what is “‘written up’ is always dependent on and constituted by what was
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first ‘written down’. And, paradoxically, what was not written down may speak

volumes and need to be ‘written in’.

Write in (a) insert a fact, statement, etc. in writing; (b) send a (suggestion, query, etc.) in
written form to an organisation...

Just as writing and language are not transpositions of thought, meaning-making is
not accomplished by matching word to world. The process of “‘writing in” addresses
particular aspects of meaning-making. It clarifies the situated nature of meaning and
knowing and “stages the text” reflexively (Mansvelt and Berg, 2010; Richardson and
St. Pierre, 2005).

Earlier in this chapter I commented on place, position and perspectives. But
declarations alone are inadequate unless accompanied by reflexive practices. 4 Brief
passages of auto-ethnography and other interventions - images and narrative poems,
for example,*.are designed to announce positionality and partiality. They imbricate
the principles of reflexivity within the text and further complicate the continuing

dialogic nature of research and writing.

‘Writing in” also offers the opportunity to establish the validity of the research. This,
however, is easier said than done. Concepts of validity within social research remain
highly contested.d Criteria for testing validity and authenticity for post-positive
research are also ‘tricky ground” (Smith, 2005) and for the most part elusive. For
collaborative researchers there are perhaps clearer paths which involve taking
research back to the participant communities or working with them to foster
emancipative action (see, for example Bishop, 1996, 2005; Lincoln and Guba, 2005;
Smith, 2005).

Aware of this “tricky ground” and because I have taken back draft material to just a
few of my research participants,4i this research still needs validity testing in the
wider sense. However, while the research has set out consciously to present what
already exists in practice but has been overshadowed, concealed or suppressed, it
has done so with an ethical attitude.

To paraphrase the question that Lincoln and Guba (2005) pose about validity:

How can I know that this research is faithful enough to social experiences so
that my participants, their galleries and art museum educators in general feel
safe in enacting critical and public pedagogy in the ways proposed by this
research?
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To answer indirectly: what I have tried to do is take account of the four criteria for
grounded theory studies proposed by Charmaz which encompass credibility,
originality, resonance and usefulness (2005: 528). Nevertheless, I have found her

questions and the self-evaluation process it prompts testing.

What I can answer with conviction at this point is that some of the research
participants have described their engagement with this project as cathartic and
inspiring. When attendees at research seminars are visibly moved by the playlets in

Chapter Seven, I see that the research resonates authentically. That, at least, is a start.

I also now know that the process of ‘writing in’ is not about inserting facts or
statements as the OED, 3731 would have it - but is about writing with integrity to
meet and address the demands of a duty of care to participants, to self and the wider

implications of grounded research.

Write out (a) make a transcription or fair copy of, copy out; transcribe in full or detail,
as from brief notes or shorthand (b) exhaust oneself by excessive writing (c) eliminate,
or contrive the temporary absence of, (a character, etc. in a long-running radio or
television serial) by writing an appropriate story-line.

Over time, the focus of writing slowly shifts. “Writing up” as reporting wanes; and,
under the influence of ‘writing in’, ‘writing out’ waxes. Some story lines just
disappear and are written out. They are no longer germane to development or

argument. Narrative emphases and modes shift accordingly.

I adopt two different approaches to ‘writing out’ in this dissertation. In Part Two,
chronology’s gravitational pull gradually diminishes while the magnetism of
interpretation increases. In turn, a narrative temporality centred on meaningful
events and emplotment - a logical structure that enables making sense of those
events - intensifies (Czarniawska, 2007). This selectivity re-focuses attention on
turning points in the development of policy and organisational biographies. There
are two outcomes of this approach. The first is to selectively articulate the histories,
ideologies and pedagogical trends that are the bedrock of art museum education.
Secondly, with chronology no longer the main organisational principle,
opportunities for authorial intervention, talking back to and against the narrative

from a contemporary position, is permissible.

Kathleen Weiler (2011) observes that historians of education, in the main, adhere to
history writing as discovery and descriptive revelation. She describes this mode, in

disapproving tones: “The past happened; the historian discovers it and writes it
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down” (p.250). This disciplinary politeness, or obedience, shows an “epistemological
innocence” (Foucault, 1980; Poster 1984 quoted by Coloma, 2011: 184). Under the
influence of post-structuralism and the ‘cultural turn’, the virtues of disobedience
and talking back become evident when history writing reveals that its re-

presentations are both situated and interpretative.

Part Two of the thesis presents traditional forms of chronological narrative. In part,
this mode helps to address gaps in documenting the history of art museum
education in New Zealand. It also seeks to question and understand the “regimes of
truth” (Foucault, 1980: 109-133; Coloma, 2011) that are revealed by the archival
omissions and absences as well as institutional and professional blindness about
educators” diverse roles. The archive is both a tool and an emblem, revealing these
absences and opening further questions about the creation of invisibilities. Part Two
also seeks to locate the development of art museum education since the early 1990s
within the politics of the neoliberal project, aiming to show how the potential of

public pedagogies in art museums are disrupted and undermined.

Part Three of the dissertation introduces narratives, montage and dramaturgical
scripts ensuring that the spotlight is on the practical everyday rhythms and realities
of art museum educators” work. Here the voices of educators are heard clearly. The
language used originates with the interviews I conducted and the teaching episodes I
observed. Conspicuously, their speech is most poignant when the writing reaches
for poetic representation and the narrative relates events of high moral seriousness
where ethical dilemmas are writ large. In these moments the narrative becomes a
parable for contemporary practice and policy in the art museum. Choosing literary

devices to ‘write in’ this heightened affect effectively ‘writes out” detachment.

In tying together writing down, writing up, writing in and writing out my intention
is to explain how these phrases, when considered in this way, become emblematic of
a symbiotic writing and thinking process. It is the reciprocity which is derived from
the iterative processes within grounded research method that adds strength and

resilience: weaken or break one part and the whole is threatened.

Voice

Charmaz is aware that criteria for the adequacy of the grounded theory research she

proposes say little about how the researcher writes the narrative or what makes it
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compelling (2005: 528). However, she expects researchers to write with an audible
voice that portrays social world realities and reveals the inter-subjectivities of worlds
and words (Richardson, 2000; Richardson and St. Pierre, 2005). She reasons that
evocative narratives with aesthetic resonance and analytic impact are more likely to

be heard by larger audiences.

From this observation I now move to explain why the two distinct voices in this

dissertation are consistent with the interpretative stance that I have adopted.

The text reveals the different hallmarks of the processes that produced them and, in
turn, the text is inscribed with subjectivities that are integral to this interpretative
stance. I envisage these two voices as two sides of the same story. The professional
lives of art museum educators are conditioned by broader structures including past
practices, institutional histories and government policies. This position is reflected in
the research design, in the division of content between Part Two and Three of the
thesis and, not least, by a critical reflexivity. However, integrating these accounts in
ways that retain the essence of the individual parts, giving due attention to the
poetics and politics of practices and structures while attempting to create a holistic

entity has been surprisingly difficult (Berger, 1995; Murdock, 1997).

Part Two of this dissertation relies on documentary sources to begin uncovering the
history of art museum education in New Zealand and specifically within the two
case study institutions. As indicated earlier in this chapter, reconstituting and
revealing this history relies on archival material which is partial and fragmented.
There is considerable scope to ameliorate these shortcomings in the future by further
detailed exploration of documentary records and interviews with those who were

once art museum educators.

However, in the process of uncovering and revealing sources that constitute these
first steps in writing about the history of art museum education in New Zealand, the
question of voice and presentation remains, for me, an immanent struggle. Scholars
such as Hertz (1997) and Lincoln and Guba (2005) recognise the challenges of voice
for the “researcher-as-interpretive-bricoleur” (Denzin and Lincoln, 2005: 183)
working within post-positivist, critical and constructivist paradigms. Harnett and
Engels (2005) identify investigative poetry - the attempt to merge art and archive - as
one means to invest what they regard as time-worn disciplinary norms of historical

scholarship with social justice and reflexivity. Such creative possibilities offer
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solutions to the disembodied and dispassionate “I” but as Guba and Lincoln say

matter-of-factly, “such writing exercises are hard work” (2005: 210).

While welcoming the challenge of ‘writing in” and experimenting with new ways of
writing, I sought a compromise between the disembodied “I” and cultural poesis in
this dissertation by taking an active role as interlocutor. This approach acknowledges
that historical narratives are complex constructions and locates the narrative within a
critical paradigm that reveals the institutional indifference to bi-culturalism and a
laissez-faire attitude to art museum education in general. Thus, in the role of critical
historian, I intervene to give voice to the silences and omissions in the documentary
record. However, I remain, by geographical location and temporality, a distant
observer to the early years of New Zealand’s neoliberal project. Furthermore, my
research participants were reticent or silent on this matter. Such circumstances
complicate the task. Inevitably then, the account lacks immediacy. However, in
saying this, there is an aspect of the narrative mode that I adopt that reflects and

resonates with modernism’s perspectives of the grand master narrative.

As previously outlined, Part Three of the dissertation allows participants to speak for
themselves more frequently and begins to experiment with literary devices in order
to create an emotionally and intellectually compelling narrative (Richardson, 2005).
This method tilts towards that of the critical ethnographer and is the antithesis of
modernist perspective advanced in Part Two. More importantly, the material is
presented in this way to dis-entangle my voice from those of the participants and to
ensure that authority remains with them, not me. Readers can hear first-person
accounts from practitioners that speak about successes, flaws and failures. As
Rosanna Hertz says, framing material to disarm an audience with preconceptions is
not easy, especially when they read accounts as “tests’ of their own positionality

while simultaneously calling into question the objectivity of the author (1997: xii).

However, the dissonance created by writing with distinctly different voices and
disciplinary standpoints in the two parts of this dissertation remains an issue
(Ellingson, 2009). I have come to understand that such dissonance is the consequence
of the bricoleur at work. Harmony comes instead from social inquiry that seeks to
supplement and expand existing knowledge; that creates a moral understanding of
why things must change, fosters a critical intelligence and the practical means to

effect that change. In essence, this is the practical philosophy of public pedagogy.
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On reading

While writing and voice may be as distinctive as a fingerprint, their meaning lies in
reading, recognition and understanding their features. In this account, just as a work
of art holds the artist’s intentions, the work remains incomplete until it has an
audience who can ‘read’ those intentions and then find meaning in them. If, as I
suggest, writing produces particular meanings and social realities that are refractions
of realities, then those realities can only be understood through reading. However,
reading and understanding hold many of the same ontological and epistemological

issues as writing.

So writing is not an end but another beginning.

We shall not cease from exploration
And the end of all our exploring

Will be to arrive where we started
And know the place for the first time.

Little Gidding IV.
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CHAPTER THREE
Turning points in art museum education
in New Zealand

INTRODUCTION

The development of art museum education policies and principles in New Zealand -
the subject of Part Two of this thesis - is the result of three forces whose reciprocal
influences are constant, subtle and intricate. The three forces - conformity,
pragmatism and ideology - mark art museum education’s development since its

‘invention’.

In this chapter I select episodes, framed by a broad chronology, to profile various
turning points in art museum education’s development. Wider ideological forces,
described in detail, mediate each turning point in distinctive ways. The chapter
relies principally on documentary sources, and particularly archival sources, to chart
some of the features of art museum education’s history in New Zealand for the first

time.

That the history of art museum education has been obscured within an occupational
sphere that concerns itself with preservation of cultural memory is paradoxical. At
best, a reading of absence suggests uncertainty and, at worst, indifference to the
distinct role that art museum education plays in the pedagogic purpose of the art
museum. While noting this oversight the current chapter cannot be - and does not
claim to offer - a representative history of art museum education in New Zealand.
That concern requires a different basis for research and a different topic beyond the
purview of this current project. Instead, what it does present is thinking about
moments in the evolution of art museum education practices in New Zealand. These
turning points are revealing. By showing them in the peculiar refractions caused by
telling and then talking back against the narrative directly or through a vignette, my
aim is to open the past to present purpose and to shed light on the policies,
ideologies and pedagogical trends that support art museum education. The function

of this chapter is akin to priming the canvas, preparing the ground for over-painting.
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The “ground’ for the chapter is created by three turning points. I begin each section

by describing the turning point and its significance then explain its context in detail.

The first turning point is the National Art Gallery’s role in purchasing facsimiles of
European masterworks (from the 15th century to the 20th century) in a project funded
by the Carnegie Corporation of New York (CCNY) (NAG, 1937: 5). The employment
of New Zealand'’s first art museum educator in 1943 is the corollary of that decision.
I contextualise the decision by reflecting on the CCNY’s intervention and on the

exhibition arrangements undertaken by the Gallery.

The second turning point is different in scope. Rather than a single event, it is a
period marked by the appointment of educators in a number of art museums
between 1972 and 1979 and their contribution to what Athol McCredie (1999)
memorably calls “going public’. This and the decade that follows is a heady period of
renewal, questioning and powerful ideological shifts. I chart a series of engagements
between art museum directors and the Department of Education during this period.
The art museum directors seek parity with the museums of natural and human
history for the Schools Service and also want control over teachers seconded from the

Department of Education.

The third turning point occurs in 1993 when the Minister of Education revokes
policies established by the Department of Education fifty years earlier, designed to
support the Schools Service in museums. The LEOTC scheme (Learning Experiences
Outside the Classroom) instituted in 1994 is one example of neoliberalism’s roll out
by the government. The impact of this policy shift on art museum education is

contextualised and considered.

Each turning point is conceived as a pivot to explain the development of particular
contextual policies, practices and pedagogies (See Table 3.1). This is a deliberate
stratagem to represent salient features that can be identified as the bedrock of art
museum education over time. My immediate concern in this chapter is to better

understand the historical roots and development of these features.
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Turning points
c1941 1972 -1979 1993
Policies 1. Purchase of 2. Appoint 3. LEOTC
facsimiles Education
Officers
Intrinsic value Intrinsic value Instrumental value
Practices lectures, talks, tours lectures, talks, talks, tours, art
loan exhibition tours, art classes, classes
Belmont School
project
Pedagogies Gallery directed Gallery directed National Curriculum
Didactic Didactic / directed
Constructivist Didactic /
Constructivist
Behaviourist Behaviourist and Behaviourist and
Constructivist Constructivist
Table 3.1: The features of art museum education 1940 - 1993

I THE INVENTION’ OF ART MUSEUM EDUCATION?

Turning point 1

... here, where we are beginning...
Allen Curnow, A Book of New Zealand Verse 1923-45.

By seeking to describe foundation histories of art museum education and by
referring to them as ‘inventions’, I reveal a set of principles and policies and then
trace their formation as they accommodate social and political realities over time. To
begin this process I locate the origins of art museum education in New Zealand with
the actions taken by the National Art Gallery Committee of Management to purchase
facsimiles of European master works. That moment is a pivot to consider the
circumstances and consequences of that decision. Firstly, I explore the role of the
Carnegie Corporation of New York (CCNY), before explaining how the Carnegie
prints contributed to art museum education. Finally I suggest another

understanding of ‘invention’.
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Turning to an intervention: The Carnegie Institute of New York

Many museums in New Zealand have been content to follow at a distance the
lead set by Europe and America. Most museums offer facilities for school visits
and in one or two cases the curator, or assistant, acts as a guide lecturer ... It is
indeed on the educational side that New Zealand museums are at their
weakest - but we hope the time will come when New Zealand curators will
begin to turn their attention to these problems and show that New Zealand can
lead the world in visual education as in so many other branches of social
activity.

Markham and Oliver, 1933: 101-104

In 1933, as part of a survey of museums in the British Empire, Sydney Frank
Markham was sent by The Museums Association (U.K.) and the CCNY to report on
museums in New Zealand and Australia (Hall, 1981: 13; Markham and Richards,
1933; Monz, 2003; Oliver, 1944). Markham, Secretary of The Museums Association
(U.K.) and private secretary to the British Prime Minister, Ramsay MacDonald, was
well placed to take on this commission (Markham, 1938; Hooper-Greenhill, 1991: 42-
44). Working with Dr. W. R. B. (Bill) Oliver, Director of the Dominion Museum,

Markham soon realised the shortcomings of museum education services nationally.

Notwithstanding Markham’s occasionally sententious pronouncements (captured in
the previous epigraph) and his sycophantic relationship with the Carnegie
Corporation, his report prompted Dr. Frederick P. Keppel, President of the CCNY
(Figure 3.1), Lto travel to New Zealand for the first time in 1935.2

Keppel's approach to cultural philanthropy was designed to disseminate traditional
élite culture to a large number of people (Lagemann, 1989; Glotzer, 2009). The
Corporation’s Commonwealth programme, The Dominions and Colonies Fund,
transferred American liberalism and patterns of social organisation overseas in a soft
form of diplomacy consistent with foreign policy in the U.S.A .34 (Lagemann, 1989: 7-
11; Glotzer, 2009: 632; See also Ryan, 2007;). As Patricia Rosenfield states, “Keppel’s
vision of grant-making was his belief that it was not possible for outside actors to
make decisions about the most appropriate activities to support in another country”
(2010: 6).

Keppel, an inveterate traveller with an informal but astute way of conducting

business, sought out “key men” (Glotzer, 2009: 635) with whom he could advance t+
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Figure 3.1 Group at Clayfield School of Arts (Brisbane, Australia), 3 August, 1935. Left
to right: Mr. Murphy and Mr. White, Committeemen; Mr. A.J. Thompson
Past President Schools of the Arts Association; Dr. Keppel, President,
Carnegie Institute of New York; A. B. Copeman, President, Queensland
Schools of Arts Association.

Frederick R. Keppel Papers; Box 67, Folder 7; Rare Book & Manuscript

Library; Columbia University Libraries.
Reproduced with permission.
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the Carnegie’s programmes for education, art education and art appreciation.
According to Glotzer (2009), these “key men” with similar backgrounds and
connections to Columbia University Teachers College included Dr. Clarence Beeby,
the inaugural director of the New Zealand Council for Educational Research
(NZCER), 1934-1938, who later became Director-General of Education 1940-1960
(Renwick, 1998).

In addition to the museum report Keppel had several reasons to visit New Zealand.4
The Corporation had agreed to support the Commonwealth Loan Collection
Society’s exhibition tour of Canadian Contemporary Art to Australia and New
Zealand.% He was also involved in the New Education Fellowship (NEF) conference
planned for 1937. NEF was a highly influential international organisation
established in 1921 to advance progressive education (Brehony, 2004; Glotzer, 2009).
NEF made an impact on Clarence Beeby (Alcorn, 1999; Beeby, 1992) and on
numerous educators who attended lectures given by prominent delegates such as
Arthur Lismer, an artist and supervisor of education at the Art Gallery of Ontario
between 1929-1938 (Grigor, 2002; Maclennan, 1996a; Spicanovic, 2003), who visited
New Zealand after the conference (Collinge, 1978). Lismer was another of F. P.
Keppel's international coterie of ‘key men’ (Glotzer, 2009: 642; Grigor, 2002: 132-157).

Keppel's visit to New Zealand cemented the CCNY’s relationships with New
Zealand’s libraries and the NZCER. The Carnegie had provided financial support
for all these organisations (Miller, 1943; Anderson, 1963; Stackpole, 1963: 12-13, 53).
The visit led to interventions which would change the course of museum education
significantly. The following year CCNY donated the sum of US$50,0006 (NZ$1.08
million, Anderson, personal communication, 2013) which underwrote a series of
‘experiments’ in museums and galleries designed to raise standards and improve
services (Dell, c1960: 253; Hall, 1981: 15; Oliver, 1944; Stackpole, 1963: 12-13).

A scheme proposed by Dr. Gilbert Archey, Director of the Auckland Museum, was
adopted. Archey’s five-point plan saw the establishment of the museums’ Schools
Service staffed by trained teachers with other resources to improve museum
education services to schools (Morton, 2012). These positions were partially funded
by the Department of Education and, to safeguard employment entitlements,
administrative arrangements were made to bring education staff under the
jurisdiction of local Education Boards. Negotiations with teachers’ training colleges
saw student teachers sent to museums as part of their practical experiences (Dell,

c1960: 256). By 1941, partly in response to the reduction of services in museums
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during the Second World War and the end of Keppel’'s tenure as CCNY President,
the Carnegie “experiments” wound down. Recognising the merits of the scheme the
Education Department, by then under the leadership of Clarence Beeby, announced

that it would assume full financial responsibility for museum education officers from
1 April, 1941 (Dell, 1960: 254).

This arrangement with the Department of Education lasted for fifty years.

Art galleries and the Carnegie ‘experiments’

In the main, attendance at art galleries continued to be regarded as rational
recreation designed for the aesthetic cultivation and betterment of patrons.
However, there were few resources available to advance even the most general aims.
The Auckland Art Gallery was administered by the City Librarian. The only other
public galleries operating in Wellington, Dunedin, Nelson and Wanganui were run
by volunteers. The permanent collections were exhibited and regional art societies
provided temporary displays. It was the art societies rather than the galleries that

attracted small government grants to assist with purchases and collection
development (MCA, 1998: 1).

Within art galleries art appreciation was advanced through occasional public lectures
and art museum education was practically non-existent. The Wellington Education
Board, for example, determined that primary schools could not attend the National
Art Gallery (NAG) because it was felt that time spent travelling to and from school
could be better utilised (NAG, 1942). Between 1938 and 1942 the NAG, located
within the Dominion Museum building, arranged for art teachers from the
Wellington Technical College to provide art appreciation classes for secondary
school students (NAG, 1942). This service was curtailed when the Gallery was
commandeered for the war effort (NAG, 1942). According to the National Art
Gallery’s first director, Stewart Maclennan, art education in museums, if it existed at
all, involved some sketching by students from art schools which had been

established in all four metropolitan cities in the late 19t century (Maclennan, 1966a).

Perhaps wishing to improve these circumstances the CCNY offered a grant of £2,0007
“for the improvement and extension of Art Gallery facilities in New Zealand”
(Carberry, n.d., MU000009/15/1). The New Zealand Advisory Committee to the

Corporation decided that the money could best be used in purchasing a “Collection
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of Facsimile Reproductions of suitable pictures illustrating the various schools of
painting from the earliest times to the present day” (Carberry, n.d., MU000009/15/1;
Carberry, 1941: 182).8& The National Art Gallery was to proceed with the task and
hold the Collection in trust.

The Gallery had only just opened and operated without a director or staff. The
Gallery’s Management Committee seems to have found the task onerous. Somewhat
irked, A. D. Carberry, a member of the Committee, noted that “... one of the
difficulties regarding purchasing being that so many of the world’s greatest pictures
have not been reproduced. Much time had to be spent in ascertaining what

reproductions were available from various sources” (MU000009/15/1).

By 1940 the NAG held 390 reproductions purchased at a cost of £1,050; two years
later this had grown to 450 (NAG, 1942). A further £100 was made available to each
of the art societies in Auckland, Christchurch and Dunedin’ to “purchase subsidiary
collections of reproductions to be held in trust by them for educational work in their
districts” (MU000009/15/1; NAG, 1941). The Carnegie Corporation also provided
£50 to fund travelling cases for the images to tour the country (NAG, 1941; 1942).

Today, it may be difficult to appreciate the rationale for purchasing facsimiles rather
than originals. However, the decision is consistent with some views that circulated
in Victorian England where prominent museum directors such as Henry Cole,
founding director of the Victoria and Albert Museum, strongly favoured their use
(Ledger, 1979). Others, such as art critic and theorist John Ruskin, a member of the
Arundel Society responsible for manufacturing high quality reproductions, were less
enthusiastic about their use (Ledger, 1979: 235). In New Zealand such shifts in
thinking were also apparent. In 1888, at the opening of the Dunedin Public Art
Gallery, 160 autotype reproductions of old masters were shown, but by 1908 when
more reproductions were offered for display, the suggestion was declined (Entwisle,
1974: 44).

Walter Benjamin’s influential tract, The Work of Art in the Age of Mechanical
Reproduction was published in 1936. Benjamin argues that the art reproduction
significantly challenges the original work of art. “What withers in the age of
mechanical reproduction”, he wrote, “is the aura of the work” (1936: 4), before
continuing, “[the reproduction] emancipates the work of art from its parasitical
dependence on ritual” (1936: 6). Whether the NAG was ahead of, or behind the

game, in terms of Benjamin’s theories, is unclear. It is more likely that the Gallery
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was resigned to the tyranny of distance between Wellington and the world’s art
centres. 1% It is also likely that NAG was influenced by CCNY’s favourable attitude

towards the use of reproductions in art education.

The CCNY had been fostering leadership in the arts from the mid-1920s in America
and overseas (Ryan, 2007). Fellowships were awarded to prospective art teachers,
with the majority studying with Paul J. Sachs at Harvard or at Princeton with Frank
Jewett Mather. Both men viewed art as a branch of “high” scholarship and both saw
the development of museums as integral to college art instruction. The Carnegie also
provided art reference sets to colleges and schools in the United States'] (Lagemann,
1989: 110-111) and the Art Gallery of New South Wales, Sydney in 1941 (Ryan,
2007).12 Lagemann speculates that the impetus for this endeavour was to produce
both scholars and professionals who would direct museums as well as aficionados

upon whom the professionals would depend for patronage (Lagermann, 1989: 111).

Art museums in New Zealand held fast to the traditional nineteenth century
principles that works of great aesthetic merit would ennoble and elevate the viewer.
The motivation behind the Carnegie Collection was to present “a complete survey of
the history of European painting” (NAG, 1947: 5) for New Zealanders who “have no
opportunity of seeing the original works of old masters, [and] with limited funds it is
not possible for the gallery to purchase originals” (NAG, 1940: 5). The circulation of
the Collection to regional centres accompanied by lectures was an early indication of

the Gallery’s commitment to art education.

The NAG's first Education Officer,3 Mrs. Mary Murray Fuller, was appointed in a
part-time role in 1943 (Bass, 1943; Evening Post, 1943; NAG, 1944). The position was
funded by the Gallery through the McCarthy Trust (NAG, 1941: 3) with a salary of
£625, rising by increments to £800, per annum (MU000009/8/2 #19).14

Mary Murray Fuller was on the Council of the New Zealand Academy of Fine Arts
and a member of the National Art Gallery Committee of Management!S from its
opening in 1936 until 1947 (NAG, 1937; Calhoun, 1982a). She was responsible for
bringing the exhibition The Murray Fuller Collection of British Contemporary Art to New
Zealand for the opening of the National Gallery in 1936 (NAG, 1937: 4. Figure 3.2).
She and her husband ran a successful ‘art distribution” operation in Wellington
specialising in British artists exhibiting at the Royal Academy (Calhoun, 1982 and
1982a; Taylor, 1997: 25; Butterworth, 1999: 54). She made several small gifts of
academic pictures to the Academy and later to the National Gallery (Calhoun, 1982a)
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and discounted many purchases made by the NAG from her business (Bass, 1944:
Bass, 1944a). Returning to live in England in 1946, she was appointed the NAG’s

Honorary Representative recommending acquisitions and exhibitions (Bass, 1945).

Mary Murray Fuller's brief as Education Officer included preparation of the
Carnegie Collection for loan to schools in Wellington and other nearby centres
including Masterton and Palmerston North (NAG Annual Reports, 1939-1942).1a
This included “the preparation of written lectures, descriptive labels, explanatory
and historical data for use by the borrowers of the reproductions” (Bass, 1943). In
addition she conducted lunchtime lectures in the D.I.C."%building in Lambton Quay,
a department store, which provided a base for the Gallery when the main Buckle
Street building was occupied by the military between 1942 and 1949 (Calhoun,
1982a).

The reproductions were displayed in changing configurations to fulfil various
instructional aims. The “Contrasts” collection, for example, was arranged to
compare different treatments of enduring themes by Old Masters and Impressionists
(NAG, 1939). As the Evening Post guilelessly reported:

...The pictures are arranged in groups of two or of three with a painting or
drawing by an old master hung next to a similar subject by modern painter or
one of a later period...

There are sixty pictures in the exhibition commencing with works as far back as
the 15th century (Leonardo da Vinci, 1432-1519, The Engraver Raimondi. Marc
Antonio, 1480-1527...) and include significant works by artists of the
intervening periods up to the present day which is illustrated by paintings of
Georges Rouault, M. Utrillo, and Oscar Kokoscha.

... the beautiful “View of the Deleft’ (sic) by Jan Vermeer ... is hung with the
‘Paris la Cite’, a brilliant rendering...by Paul Signac, who was one of the
originators of divisionism, spot painting in pure colours. This method was
followed by Van Gough (sic) who substituted strokes for spots. (Evening Post, 1
December 1937: 4).

The itineraries for exhibitions were extensive. In addition to displays in Wellington,
the Gallery regularly sent works to provincial centres in both the North and South
Island and collaborated with other organisations in Christchurch and Dunedin to
distribute works locally.’& Apart from the galleries, exhibition venues also included
schools, libraries and art societies (NAG, 1948: 3-4, 1946; 1960: 12). Distribution was
sometimes hampered by lack of staff for packing but, although most of the National
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Figure 3.2 Mrs. Mary Murray Fuller unpacking her collection of British contemporary paintings at the
National Art Gallery where they are to be exhibited at the opening ceremony for the new
building.

Source: The Evening Post. June 27, 1936.
Reproduced with permission Alexander Turnbull Library, Wellington.

The Collection included 221 works including paintings, watercolours, drawings, etchings,

engravings, lithographs and a few pieces of sculpture. The works were for sale with five
purchased by the National Art Gallery (Calhoun, 1982a).
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ART TREASURES REMOVED: Empty frames in a room of the National Galhry._ Many museums and galleries were

closed and

for safe keeping,

Figure 3.3 National Art Gallery, ¢.1939. Paintings removed for safe-keeping as World War Il breaks out.

Source: Sir George Grey Special Collections, Auckland Libraries. From Auckland Weekly
News. AWNS-19390920-39-4.
Reproduced with permission.

Collection was sent out of Wellington for safe storage in case of wartime
bombardment (Figure 3.3), the Carnegie Collection continued to be shown in
Wellington and elsewhere (NAG, 1942; 1944).

The Gallery insisted that appropriate formalities were conducted for its exhibitions.
A.D. Carberry, a member of the Committee of Management and its Education
Committee, observed: “A good opening is essential to the propaganda side of the
venture” (Carberry, 1940). When things went awry, his disappointment was
palpable:

The times and dates of my talk did not reach the public until Saturday
afternoon, the result being that there was no attendances [...]. Certainly there
were races but there was a non racing public who might have cared to attend.
As it was Maclennan and his brother were my only auditors. [...]. In future
exhibitions we should supply the local press with some advance paragraphs
which they would publish. The opening must be of a ceremonial character, a
private view by invitation. (Carberry, 1940).
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Returning to ‘invention’

The preceding narrative has described the role of the CCNY and the National
Gallery’s efforts to give effect to an art education initiative. It showed that the
Gallery’s Committee of Management acted pragmatically. By understanding that
there would never be sufficient funding to purchase Old Masters or Impressionist
works, the Committee appeared to have accepted the logic of acquiring superior
quality chromolithographic reproductions. The final selection of reproductions
included a broad representation of European Schools to the early 20t century
(NAG, 1941: 4; McQueen, 1942: 60-63). It is not clear whether any of the major art
movements after Post-Impressionism were selected. Certainly there is no mention
of them, which suggests that choices may have been limited by availability or that
it was a symptom of narrow thinking by the purchasing committee. Irrespective
of this, the salient issue remains that the selection conformed to the traditional

canon of European art, representing an aesthetic hierarchy of distinction and taste.

Without any Gallery staff the Committee also acted pragmatically, appointing an
Education Officer to undertake duties associated with interpreting, touring and
promoting the collection. It is significant that Mrs. Mary Fuller, a member of the
Gallery’s Committee of Management, was the appointee.’ Once appointed Mary
Murray Fuller developed a range of didactic materials for both the public and

schools, designed to promote understanding of the images.

When examined critically a number of effects emerge that speak about inter-
relationships between governance, authority and education. This is seen
particularly at the institutional level. The role of the CCNY, at the time one of the
world’s largest philanthropic organisations, represents significant wealth
mobilised to establish networks to support and distribute particular forms of
cultural and social capital. The Gallery’s Committee of Management, a
governance body established by, and reporting to, government is similarly
disposed. Despite the disparities in economic capital available within these two
organisations, it is the alignment of their similar conservative outlooks that is
most relevant here. The question is not whether the art is the real thing or a
reproduction: what counts is the circulation of cultural goods that represent and
convey the world’s cultural inheritance - the best of what has been created. It is
the transmission of these cultural values that advance particular forms of cultural

capital. Formal occasions such as exhibition openings were spectacles that

99


sfabasa
Inserted Text
19. Dr. Gerda Eichbaum a German Jewish refugee with a Ph.D. in art history from Geisen, an experienced secondary school teacher and a regular contributor to Art in New Zealand also applied (Eichbaum, 1944).  


Policies. Practices. Public Pedagogy.

reinforced the significance of these alignments, and assisted in organising the
public’s expectations and understanding. The array of didactic materials, lectures,
talks and visits to schools were further manifestations of that intent. The
arrangements and re-arrangements of exhibitions along different themes were
indications of art’s capacity to express continuities and to position the exhibition
visitor within these verities. The pedagogic intent to affirm and reproduce

cultural values and norms could not be clearer.

The decision to acquire and circulate the Carnegie Collection occurred as New
Zealand prepared to celebrate the centenary of the signing of the Treaty of
Waitangi in 1840, and was overshadowed by geo-political forces as the world
went to war. The exhibition toured during the war both before and following
American involvement in it. It was a time, as David McIntyre writes, when “for
every nationalist manifestation, there was, for many years, a balancing imperialist
counterpoint” (1992: 337).

II TURNING INSIDE OUT: RE-INVENTING ART MUSEUM
EDUCATION
Turning points 2

... the whole purpose of the Gallery was to educate and instruct...
Tomory in Kirker, 1986: 72

Introduction

The next major turning point - or rather turning points - for art museum education
came in the early 1970s. From that time forward the employment of education staff
in dedicated positions gradually became a reality. Had they known about the
Carnegie Collection of Reproductions they may well have been embarrassed by the idea
of an art gallery associating itself with facsimiles. The new, young educators held
tertiary qualifications in art history or fine arts and teaching.2d By training they
valued the ‘real’ thing over facsimiles and by inclination they were drawn to
diversifying audiences for art. The jobs were theirs for the making. They worked
with enthusiasm, conviction and flexibility to create programmes that would bring a
range of audiences and art together. Gradually patterns emerged. Their core
repertoire consisted of the walk and talk tour and developing resources for schools.

Although some components were designed to link to specific parts of the arts
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curriculum, many of the resources were less prescriptive. There was scope to
experiment with a range of public programmes for adults and families and to
consider how to tailor programmes to the needs of the communities they served.
Their motivation, as Ian Hunter, one of the new generation of art museum educators
wrote, was to make provision for extended contact with art, to reach audiences that

did not visit and to make provisions for the forgotten public (Hunter, 1977).

This section describes the re-invention of art museum education during a period of
considerable upheaval in which New Zealanders dismantled many of the traditional
certainties which had been their foundation for a coherent and national view of the
world (King, 2003: 503). The section is organised in three parts. I begin by sketching
the political economy of turbulent times,?4 before considering some responses by art
museum educators and directors?] to institutional efforts associated with going
public and to the broad changes in public policy. The third section describes the
prolonged encounters between art museums and the Department of Education

aimed at securing Departmental teachers as staff within the galleries.

Turning over

The 1970s and early 80s were a boom time for New Zealand art museums (McCredie,
1999: 14). New galleries were built - many in provincial cities - and older ones saw
significant re-development. The boom was assisted by government support for the
arts which rose eight-fold between 1970-71 and 1974-75 (New Zealand Official Year
Books 1971-1976), with funding for capital development readily available through the

Department of Internal Affairs for the first time.

Galleries also began to re-orient their approach in response to new ideas about the
purposes, functions, social and political relationships of museums. In using the
phrase “going public”, McCredie (1999) deftly captures the features of this period in
New Zealand: the upsurge in exhibitions and public programmes that characterised
galleries” activities; the motivations driving increases in public participation, and the
philosophic engagement with concepts of the public museum. This turn to the
visitor signalled that it was art museum education’s turn to assist in the

democratisation of the museum’s enterprise.

These new ideas had their foundations overseas. As critical theory, broadly

categorised in Anglophone countries as the new museology (Vergo, 1989), became
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more insistent, its transformative influence on museum practice became more
conspicuous (Harper, 1990; Karp and Lavine, 1991; Karp, Kreamer and Lavine, 1992).
The post-structuralist critique, centred in the academy, portrayed museums, and
especially art museums, as debased and discredited institutions founded o