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ABSTRACT 

 This study documents affective learning during a community-based art museum 

education program for military and veteran-connected families, which included gallery 

teaching, art-making, and a final exhibition of participant artwork. A review of literature 

on public pedagogy, affective learning, museum education, and community-based art 

education provides the theoretical framework for the study. Narrative ethnography and 

participant observation were employed by the primary researcher-educator to gather a 

diverse array of data and construct a holistic narrative of the development of and 

participant experiences within the art museum program. Data collected includes field 

notes, personal communications (such as meeting notes and emails), interviews, open-

ended survey questions, curriculum artifacts (such as lesson plans and worksheets), and 

artworks created by military family members. Analysis of the educator goals, participant 

expressions, and personal interactions informs the final discussion of how affective 

learning took place within one museum program and how attention to this domain of 

learning can enrich museum programs for diverse community members.  

Keywords: affective learning, museum education, community-based art 

education, military families 
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CHAPTER ONE: INTRODUCTION 

As an art educator, I am interested in the ways art enables people to hear and tell 

personal stories, to broaden their perspectives by making new connections with other 

people and worldviews, and to develop new self-understanding. As a museum educator, I 

am similarly interested in how museums can bring people together and provide 

meaningful resources to individuals and communities. I am inspired by Roberts’ (1997) 

argument that museums and museum educators must critically examine and reimagine 

the traditional unidirectional structures of museum education—namely the imparting of 

finite, discipline-based knowledge from an expert to a student or layperson—and instead 

pave the way for “visitors using museums in ways that are personally significant to them” 

(p. 132).  

Though I have always made art, loved museums, and considered myself an 

educator for close to ten years, I have only recently started calling myself an art or a 

museum educator. My journey as an educator has taken place in the realms of informal, 

experiential, and community-based education1 where I developed and facilitated 

curriculum designed to bring people together to learn about themselves, others, the 

environment, the places they lived, and the world at large. Wherever I worked—be it a 

wildlife refuge on the edges of an Air Force base and the Nisqually Indian Reservation, 

an environmental education camp serving Catholic schools in the Redwood forests of 

California, a library and preschool in rural Peru, an art studio for homeless youth in 

Berkeley, California—I was always trying to find ways in which the various institutions 

                                                           
1 Informal refers to educational settings outside of formal schooling. Experiential education usually refers 
to learning as a cycle of doing or seeing something in a real-world context and then reflecting on that 
experience. For example, learning about the ecology of a particular natural habitat by hiking in that habitat. 
Community-based education refers to learning related to or inspired by issues of a certain community, or in 
community spaces, which may include but also extend beyond schools.  
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and programs I represented could be responsive to the desires, interests, and needs of the 

visitors, students, and participants. I began to see education as an attempt to broaden 

people’s sense of what is available and possible in their communities and within 

themselves. While I wasn’t called an art educator in these roles, I have always been an 

artist and I often incorporated creativity and personal expression in my planning: having 

middle schoolers make symbolic ephemeral sculptures during hikes, collaborating with 

high schoolers to design a mural to educate younger students about ecology, asking 

college students to make collages about their purpose and vision for the school year.  

Once I joined the art education program at the University of Arizona, I continued 

to straddle the theoretical and practical realms of art and museum education versus 

personal and community development. I had many job titles that sometimes blurred 

easily and sometimes felt incredibly disparate: Master of Arts student in Art and Visual 

Culture Education (AVCE) with a focus in Communities and Museums, intern at the 

University of Arizona Museum of Art (UAMA), and Coordinator in the office of 

Leadership and Career Education within the division of Student Affairs & Enrollment 

Management-Academic Initiatives & Student Success (SAEM-AISS). In my coursework, 

I theorized about how art experiences could lead to stronger and more just communities. 

In Leadership and Career Education, I created curriculum and events to help college 

students form interpersonal connections, find their purpose, leverage their personal 

strengths, think about identity and social justice, and connect with community through 

service learning.  

This study represents the confluence of the professional and academic interests I 

have just described and came to fruition during a community outreach program for 
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military and veteran-connected families at the UAMA. When Teresa, then-director of 

Operation: Military Kids (a program formerly housed within the UA Cooperative 

Extension), approached Chelsea, Curator of Community Engagement at UAMA, about 

collaboratively developing an art museum-based program aimed at supporting military 

and veteran-connected families, I was an intern at UAMA and Chelsea asked me to join 

the project. I recognized an opportunity to inquire more deeply into the ways an art 

museum education program can be a venue for personal, interpersonal, and community-

based learning. Having worked with Teresa in the past, via my role with Leadership and 

Career Education when I designed and led leadership and team-building activities for 

military youth, I was excited to collaborate with her within the realm of art and museum 

education and to continue to bridge these educational areas. In the following section I 

will discuss the development of the art museum program, which formed the foundation 

and the context of this study.  

 

Context of the study 

As an intern in the education department at the UAMA, I joined in the earliest 

planning conversations with Teresa and Chelsea in September 2015 as we developed our 

goals and approaches for this collaborative programming. We developed a program 

structure including gallery teaching and hands-on artmaking based on Chelsea and 

Teresa’s success using this format with community groups in the past. We proposed, and 

were approved by the museum, to host a series of six Saturday morning workshops 

throughout March and April 2016 where families and our team of facilitators would 

spend an hour exploring artworks in the museum followed by two hours making art 
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together in a studio classroom. We would plan three distinct curricula that we would 

repeat for two weeks with a different group of families who could register for one, two, 

or all three workshops. Participants would also be able to select one artwork to include in 

a final exhibition and be invited to an opening event at UAMA in August 2016. The full 

name of the workshop series was The Month of the Military Child Family Art Series: 

Creative Explorations for Hope and the exhibition of participant artworks was titled Art 

in Service: Military Families Create. For succinctness, in this thesis I will refer to the 

overall program (workshops and exhibition) as the Art in Service program. 

As Teresa, Chelsea, and I worked through the logistics of funding and recruiting 

participants, we added one more educator to the team: Josh, an undergraduate art 

education major, retired Navy, and active Naval Reserves service member. Josh, Chelsea, 

and I would each plan and be lead facilitator for one of the three curricula (i.e. two of the 

six weekly workshops) with feedback and support from the other facilitators. As the 

military family program and my role within it became clear, I developed this study and 

my research questions to observe the ways the art museum and art studio could be 

activated as spaces for learning beyond discipline-based understandings of art or art 

history.  

 

Purpose of the study 

 The art museum program at the heart of this study represented the blending of two 

organization’s missions and approaches to creating community-based educational 

programs: Operation: Military Kids (OMK) and the University of Arizona Museum of 

Art (UAMA). Teresa was the first and only Director of OMK in Arizona and has 
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developed its programs over ten years. As I learned in our conversations through this 

project, Teresa has sought to create programs that support military families’ resiliency 

through the continuum of military service—from deployment through reintegration—by 

helping family members connect with each other and with a broader community of 

support through experiential and expressive activities, from camping trips to photography 

workshops.  

As the Curator of Community Engagement at UAMA, Chelsea is deeply 

committed to serving the entire Tucson community and seeks to engage community 

groups whose identities are underrepresented in the museum through expressive, arts-

based programming and to bring those voices into the museum for other visitors to 

engage through exhibitions and events. As we developed this program with these 

approaches in mind, I sought out literature about educational theories and practices 

centered around the idea of individuals and groups developing understandings of 

themselves and their connections to the world. I adopted the term affective learning that, 

in educational theory, is described as a domain of learning distinct from cognitive, 

discipline-based, or content-based learning, though learning may occur in both these 

domains simultaneously and symbiotically (Krathwohl, Bloom, & Masia, 1956; 

Reigeliuth, 1999, p. 488). In this study, I will use the concept of affective learning to 

highlight the personal and social nature of learning and to examine experiences in which 

museum visitors develop skills and understandings related to emotions, relationships, 

values and beliefs, attitudes, identities, motivations, and aspirations. 

The purpose of this study is to explore what role affective learning can play in art 

museum education in order to understand how art museum educators can create 
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programming that is meaningful and useful to community members with diverse needs 

and interests. Filling the dual-roles of researcher and museum educator, I am positioned 

to observe, reflect on, and analyze my own choices related to affective learning as well as 

the emerging narratives and personal expressions of my team of collaborators and the 

military and veteran-connected family members participating in the art museum program. 

I will inquire into and seek to recognize affective learning among both educators and 

workshop participants in order to create a more complex narrative of how affective 

understandings are initiated and valued by both groups. 

 

Research Questions 

My primary research question is:   

In what ways does affective learning take place during a community outreach art museum 

education program with a targeted audience, in this case military and veteran-connected 

families?  

In order to answer this question, I ask the supporting sub-questions:   

 What outcomes might educators hope to achieve and plan for through the art 

museum programming for military and veteran-connected families?  

 What affective narratives or understandings do participants express during and 

after the art museum programming though art-making, written and verbal 

reflection, or other modes?  

 What forms of personal interaction and dialogue occur between participants 

during the art museum programming? 
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Military and Veteran-Connected Families 

In 2016, the United States Department of Defense projected there were 

approximately 1,301,300 active duty men and women in all branches of the armed forces 

combined and 811,000 reserve members (U.S. Department of Defense, 2016). Since 

September 11, 2011, more than 2,000,000 service members have been deployed to 

combat zones abroad (Military Family Research Institute, 2017). Consequently, the 

Military Child Education Coalition (MCEC) estimates there are currently more than four 

million military and veteran-connected children and youth (birth through age 22), where 

1.2 million of those children have one or more parent who is an active duty service 

member (MCEC, 2015). Military families and children may be connected to military 

installations, like Davis-Monthan Airforce Base in Tucson, or they may be 

geographically dispersed throughout cities, towns, and rural areas. Clever and Segal 

(2013) point out that though military families share common experiences, they are a 

community with great diversity and even more diverse needs.  

Programs and services designed to support this new generation of military 

families are still relatively young and research is still needed to understand what 

Wadsworth (2013) describes as the “ecological niche” of military families in U.S. society 

(p. 415). She argues military-connected families may experience an “unusual 

combination of stressors...but also access to an unusual array of resources” and calls for 

researchers and professionals to approach military families holistically (p. 416). I believe 

the military family workshop series at the UAMA has the potential to address two of 

Wadsworth's program recommendations in particular by “engag[ing] families as 

systems…to mobilize their resiliency-enhancing mechanisms,” (p. 420) and creating an 
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opportunity for families to “construct shared meaning of their challenging experiences” 

(p. 418, emphasis in original). 

The concept of resilience is prevalent in training for service members and support 

programs for military dependents and families, though a variety of definitions and 

approaches exist across different programs and branches of the military. Simon, Murphy, 

and Smith (2005) offer a helpful definition: "Family resilience can be defined as the 

ability of a family to respond positively to an adverse situation and emerge from the 

situation feeling strengthened, more resourceful, and more confident than its prior state" 

(as cited in Meadows et al., 2015, p. 3). Programs and services designed to support 

military family resilience must be developed across community institutions because 

today’s veterans and service members live increasingly dispersed throughout civilian 

communities, as opposed to on or very close to military installations (Wadsworth, 2013). 

Murphy and Fairbank (2013) warn that a potential “lack of awareness or understanding of 

key aspects of military culture might unintentionally limit the effectiveness of assistance 

to military members and their families” and therefore practical experience and research 

within civilian-operated programs is vital (as cited in Wadsworth, 2013, p. 419). In 

addition to offering insights that could benefit museums and museums educators seeking 

to utilize affective learning in community-based programs, this study will also document 

a civilian-operated program seeking to support military and veteran-connected families. 

 

Community-based Art Education 

Community or community-based arts and arts education are defined as projects or 

works of art that emerge from or are created by members of a community (Adejumo, 
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2002; Knight & Schwarzman, 2006), sometimes in collaboration with an 

artist/educator/practitioner (Goldbard, 2005) and sometimes in order to empower, 

develop, or regenerate that community (Goldbard, 2005; Knight & Schwarzman, 2006). 

Communities may be groups of people who live near each other or who share an identity, 

affinity, cultural tradition, or history (Adejumo, 2002; deNobriga & Schwarzman, 

1999/2016; Goldbard, 2005). Within this project, the community refers to military and 

veteran-connected families currently living in Arizona and is also defined by the shared 

experience, cultural identity, and professional experience of living and working in the 

broader network of the U.S. armed forces. While the curriculum and materials for the art 

experiences in this project were planned by the educators without input from military 

family participants, they often hinged on the community arts concept of engaging 

participants’ “collective creativity and social imagination [and] using art-making and 

artistic expression to explore identity, concerns, and aspirations and to communicate 

these things to others” (Goldbard, 2005, p. 5).  

 

Methodology 

This research is an ethnographic case study. Acting as a facilitator and researcher 

simultaneously, I used participant observation to document the art museum program from 

the initial planning processes through the workshop series and the development of the 

final exhibition and opening event. In addition to field notes recorded throughout the 

process, especially after each workshop, I collected and analyzed personal 

communications, emails, meetings, lesson plans, facilitation notes, and teaching materials 

generated by my team of co-educators and myself. During and after the workshops, I 
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recorded my observations and reflections about the military and veteran-connected family 

members who consented to take part in the study and collected selected written responses 

or materials generated in the course of the activities. I photographed the majority of the 

artworks produced by the military family participants and documented the titles and 

labels which participants created to accompany their artworks. After the workshops were 

completed, I also conducted an interview with each co-educator (Josh, Chelsea, and 

Teresa) to better understand their desired outcomes, expectations, and impressions of the 

program. 

I analyzed and interpreted this data using a narrative inquiry approach. This 

allowed me to present a holistic portrait of the art museum program and the personal, 

interpersonal, and often subtle nature of affective learning. In taking this approach, I hope 

to describe participants’ actions, choices, and understandings in ways that more closely 

echo lived experience (Richardson, 1995, as cited in Butler-Kisber, 2010) and examine 

my own role in shaping and revealing the narratives of this study (Butler-Kisber, 2010).  

 

Limitations 

 One limitation of this study is that it provides a broad view of the learning and 

interactions across the population of art museum program participants and does not 

include in-depth inquiry into the life-histories or experiences of individual military family 

members. The majority of the data was collected before and during the art museum 

program and therefore this study does not seek to provide insights about the long-term 

impacts of affective learning on the military family participants. This study also does not 

include analysis of other museum visitors’ learning or interactions with the final 
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exhibition of artworks by military families. Lastly, this study does not seek to evaluate 

participants’ understanding of the concept of affective learning as unique from other 

types of learning, based on my assumption that people engage in affective learning 

throughout their lives whether or not they would use this exact term. 

 

Summary 

In this introductory chapter, I defined and traced the development of my interest 

in studying affective learning in an art museum education program with military and 

veteran-connected families. I described the conception, development, and structure of the 

Art in Service program at the University of Arizona Museum of Art, which is the context 

of this study. I defined the objectives and research questions guiding my study of 

affective learning within the Art in Service program and briefly reviewed the history and 

relevance of programs providing support to military and veteran-connected families and 

community-based art education. Finally, I outlined my methods of data collection and 

analysis and the limitations of this study. In chapter two, I provide a literature review 

supporting the concepts and approaches through which I used to construct this study. 

 

 

 

 

 

 

 



19 
 

CHAPTER TWO: LITERATURE REVIEW 

 I will now review literature from a variety of fields that support this study and 

inspired my approach as an educator within the Art in Service program. The key concepts 

I will describe are public pedagogy, affective learning, museum education, and 

community-based art education. I will also interweave aspects of my personal narrative, 

describing how my past experiences with museums, art education, and informal 

community learning informed my understanding of the literature and ultimately shaped 

my conceptual framework for this study. 

 

Public Pedagogy 

 Though this study now hinges on theories of affective learning, it was initially 

rooted in my interest in public pedagogy. I believe the two theories have many parallels, 

especially in their orientation toward types of learning that are not often attended to in 

formal educational environments. As an educator in informal and community-based 

settings, I was not familiar with the term public pedagogy but as a graduate student I was 

immediately drawn to these theories for their critique and celebration of the teaching and 

learning that happens outside of classrooms and in peoples’ everyday lives. In this section 

I survey some foundational knowledge of public pedagogy and highlight how it 

influenced my thinking about the interpersonal and museum learning taking place during 

the Art in Service project. 

Acknowledging that scholars from a wide variety of backgrounds have 

contributed to the development of the concept of public pedagogy and now use it to 

understand an array of informal sites of learning, Sandlin, Schultz, and Burdick (2010) 
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place it at the intersection of educational scholarship and cultural studies. Educator and 

cultural theorist Henry A. Giroux developed the term and (along with other scholars) 

deployed it to unveil and critique the hegemonic pedagogies of popular culture, mass 

media, and neoliberalism at the turn of the 21st century. Subsequent scholars explored 

how popular culture might simultaneously hold the potential for cultural critique. “This 

focus on a more ‘critical’ or resistant public pedagogy broadened over time, leading 

scholars to examine sites beyond popular culture as spaces of learning, including 

museums, public parks, art installations, among others…” (Sandlin et al., 2010, p. 3). 

William Schubert (2010) traces the idea back even further to curriculum studies 

and the foundations of education theory in modern northern America, including John 

Dewey’s critique of acquisitive societies and calls for attention to collateral learning, 

lived experience, and social reconstruction through educational reform. In his own 

advocacy for attending to outside curriculum within conventional curriculum 

development, he asserts that diverse spaces outside of the classroom are curricular and 

educators and scholars should see the very process of living in the world as pedagogical. 

He suggests that a serious examination of teaching and learning that happens beyond the 

intended curriculum of the classroom could highlight foundational questions about why 

and how we practice education (Schubert, 2010, p. 10). He explains: 

If there is a basic curriculum question, it is simply:  What’s worthwhile? More 

elaborated, it becomes: What is worth knowing, needing, experiencing, doing, 

being, becoming, overcoming, sharing, and contributing?...How can human 

beings be enabled to acquire certain knowledges, skills, and dispositions?...How 

have we become as we are or even as we might be? (Schubert, 2010, p. 15) 
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These sorts of questions are particularly valuable for creating projects in community 

settings and informed my approach to designing arts-based learning experiences at the 

UAMA. How could we pave the way for military families to explore what is worthwhile 

for them within the museum learning context?  

Applying the lens of public pedagogy in museums allows me to look critically at 

the narratives and values being displayed and taught yet also recognize the way the 

meanings of museum objects and spaces are constantly shifting as they are inhabited and 

interpreted by visitors. Mayo (2013) offers several tactics for museum workers and 

educators to “renegotiate the relations of hegemony” and convert museums into 

democratic public spaces (p. 147). These include utilizing primary sources (like 

community members) when developing exhibits, adopting a “problem posing approach” 

in which exhibits and objects become a starting point to explore socio-economic issues, 

and specifically investigating the histories of politics (p. 149), power, and violence that 

resulted in the objects on display. Contemporary artists like Fred Wilson, Andrea Fraser, 

Guillermo Gómez-Peña, Coco Fusco, and James Luna practice institutional critique 

through performance and installation works which disrupt the meaning of museum 

collections and engage museum visitors in new ways. Lisa Yun-Lee (2010) describes 

how public programming in the historic kitchen at the Jane Addams Hull-House Museum 

in Chicago has created a “radically democratic and inclusive public space” where 

visitors, staff, and guest speakers eat together and engage in civic dialogue about issues 

relating to food justice locally and globally (p. 291). 

I was also inspired by the personal and social aspects of learning which are vital 

within a public pedagogy framework. Biesta (2014) describes a concept of public 
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pedagogy in which society and citizens have a responsibility to enact a public sphere, 

which is not a physical space but a quality of human interaction. Reading Hannah 

Arendt2, he claims the responsibility of public pedagogy is to achieve forms of human 

togetherness and to enact a public sphere (p. 24). This is differentiated from a pedagogy 

for the public (in which a pedagogue or educator is set up to instruct citizens) or 

pedagogy of the public (in which a public learns through collective practices which may 

be facilitated by pedagogues).  Biesta offers a third interpretation of public pedagogy in 

the interest of publicness where a plurality of ideas and actions are welcomed and 

navigated in community. As a museum educator this inspires me to ask: how can 

museum staff plan for or create programs which induce this quality of public interaction 

or togetherness, without reducing plurality through instruction or facilitation? Are the 

museum program and the institution shaped by the voices and actions of the visitors?  

I was digesting these theories of critical public pedagogy over the same months I 

began interning at the UAMA, observing tours, planning interactive curriculum for 

Family Day at the museum, and working on materials for K-12 teachers to accompany 

exhibits. While I saw institutional critique and critical pedagogies as vital to making 

museums vibrant, public, community spaces, I was also interested in what I see as the 

preliminary work of inviting new communities into the museum, building trust and 

familiarity with them, along with providing opportunities for them to explore how art 

                                                           
2 As cited in Biesta (2014): 
Arendt, H. (1955). Men in dark times. New York: Harcourt, Brace, Jovanovich.  
Arendt, H. (1958). The human condition. Chicago: University of Chicago Press.  
Arendt, H. (1977). Between past and future: Eight exercises in political thought. Harmondsworth: Penguin 

Books.  
Arendt, H. (1994). Understanding and politics (the difficulties of understanding). In H. Arendt & J. Kohn   

(Eds.), Essays in understanding 1930-1954 (pp. 307-327). New York: Harcourt, Brace. 
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might serve their own needs, or be a way of imagining– individually or collectively– 

what their needs and desires might be.   

As Chelsea and I worked with Teresa to understand the goals and pedagogies of 

her programs with military families, I recognized that improving technical artistic skills 

or broadening art historical knowledge would not be the primary learning outcomes of 

our program. Rather, Teresa emphasized opportunities for families to try new things and 

express themselves, to develop personal resiliency, reflect on both positive and negative 

experiences in one’s life, and deepen family and community connections.  Teresa 

introduced us to discussions of arts-based programs from the Military Child Education 

Coalition (MCEC), a non-profit “focused on ensuring quality educational opportunities 

for all military children affected by mobility, family separation, and transition” (MCEC, 

2017, Our Focus section, para. 1). MCEC often promotes art and creative expressions of 

personal stories as a way for military children to share their experiences of being a part of 

this community. In their annual “Call for the Arts” program, they invite and publish 

visual and written artwork from military children in their newsletters, website, and 

special publications. They advocate for the artistic expression as a “pure, sincere, and 

candid way for children to communicate pride in their parents, celebrate their lives, 

acknowledge their grief or worry, and much more” (MCEC, 2016, p. 2). In my own 

research on arts related health and welfare programs for Military families, I found the 

National Initiative for Arts and Health in the Military started by the non-profit Americans 

for the Arts which promotes research, practice, and policy related to promoting and better 

understanding the use of the arts for health among military members, staff, caregivers, 

and family members (Americans for the Arts, 2015). This initiative describes a military 
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continuum (predeployment/active duty, re-entry/reintegration, veterans/VA and 

community systems, late-life veteran care, and families/caregivers) in relation to a 

continuum of arts and health-related services. Americans for the Arts (2013) suggests: 

Artists and performers, artists in healthcare, and creative arts therapists can be 

employed to offer multiple kinds of experiences at varying levels of engagement 

along a healing continuum—from distraction to stress reduction to pain relief to 

remembering a sense of self to regaining hope. (Americans for the Arts, 2013, p. 

3)  

These continuums helped me situate the Art in Service program in terms of who we were 

serving and how. 

As I developed this study within the Art in Service project, I looked for 

educational theories and pedagogies that privileged developing personal and 

interpersonal capacities and understandings, like confidence, resiliency, and family 

bonds, since Teresa strives to bring these out in her programs with military families. I 

wondered: can art education and museum education serve these types of learning 

outcomes, beyond discipline-based learning about art practice and art history? Referring 

to museum education, Roberts (1997) gave me a name for this type of learning and 

echoed some of my own questions: “How does attention to other intangible, affective 

ways of knowing that elude strict scientific description alter either the meaning or the 

task of education?” (p. 7, emphasis added). 
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Affective Learning 

The term affective calls up a basic contrast with the cognitive domain of learning, 

a dichotomy delineated by Krathwohl, Bloom, and Masia in 1956 (see Figure 1). 

Working within the realm of curriculum studies, the group analyzed and categorized 

learning objectives described by educators throughout the U.S. They concluded that, in 

general, the affective domain of learning related to processes of “internalization” which 

they define as the ways students developed personal motivations and systems of value in 

relation to subject matter (Krathwohl, et al., 1956, p. 44).   

As internalization progresses, the learner comes to attend to phenomena, to 

respond to them, to value them, and to conceptualize them. He organizes his 

values in a value complex, which comes to characterize his way of life. 

Internalization is seen as related to socialization but is not a synonym for it. 

Krathwohl, et al., 1956, p. 44  

These authors suggest that in the life of an individual or the “fundamental unity of the 

organism” the affective and cognitive (and later-described psychomotor) domains are 

intrinsically connected and that any classification system of learning phenomena involves 

arbitrary divisions. Thus, they developed their taxonomy of progressively more complex 

behaviors related to affect. Their goal in doing so was to aid educators in articulating and 

measuring affective learning objectives more precisely so that valuable affective learning 

experiences could be provided to students. 
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Figure 1. Summary of Krathwohl, Bloom, and Masia’s (1956) Affective Domain of the 
Taxonomy of Educational Objectives 

Receiving Awareness:  Learner is conscious of a situation, phenomenon, or 
object 

Willingness to receive:  Learner tolerates presentation of certain 
phenomena or situations in the learning environment, doesn’t avoid. 

Controlled or selected attention: Learner begins to differentiate and 
attend to particular phenomena 

Responding Acquiescence in responding:  student engages with/responds to a 
phenomenon but only in compliance or at the urging of outside 
forces 

Willingness to respond:  Learner chooses to engage with/respond to a 
phenomenon on their own 

Satisfaction in response:  Learner enjoys or gets excited about 
engaging with/responding to a phenomenon. Authors note that this 
category of learning can occur at many places along the continuum, 
but they place it here somewhat arbitrarily. p.180 

Valuing 

 

Acceptance of a value: Learner believes in the worth of a situation, 
phenomenon, or object, willing to be identified by this consistently 
held belief 

Preference for a value: Learner values something enough to actively 
pursue or promote it, demonstrated through behavior 

Commitment: Personal loyalty or conviction regarding a 
phenomenon, seeks ways to deepen involvement and convince others 
of value 

Organization Conceptualization of a value:  Understanding of the belief or value as 
an abstract concept which relates to other values or belief 

Organization of a value system: Learner begins to recognize and 
organize their set of values and beliefs in relation to each other 

Characterization 
by a value 
complex 

Generalized set:  Learner behaves according to an internally 
consistent set of values, beliefs, and attitudes toward certain 
phenomena. Displays “a basic orientation which enables the 
individual to reduce and order the complex world about him and to 
act consistently and effectively in it” (p. 184) 

Characterization: Learner displays a consistent worldview or value 
system, which they use to account for any and all phenomenon they 
encounter, the world, or their lives in general. 
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Though literature from several fields imagines a complex and dynamic meaning 

of the concept of affect in learning, I find it helpful to begin with associating affective 

learning with the idea of being affected, of experiencing an emotional response or being 

moved to a new understanding. In this sense, I believe affective learning has to do with 

both how we learn and what we come to know. To be personally affected or affect 

change in someone else is a form of learning through experience, an educational idea that 

can be traced back to Dewey (1934) through Greene (1995) and beyond. Like Dewey and 

Greene, I am seeking forms of teaching and learning that encourage personal meaning-

making. By observing affective learning, as opposed to rational, cognitive, or discipline-

based learning, I wish to see how arts experiences are opportunities for participants to 

express and develop personal and social understandings about their own lives and 

communities. In the framework of this study, I am not interested in the development of 

technical skills or art historical knowledge as ends in themselves, but in how arts-based 

learning can support affective learning. 

So, what do we talk about when we talk about affective learning? In educational 

theory and practice, a long list of areas or dimensions of development have been 

associated with affective learning including issues of personal-social development, 

emotions, ethics, self-concept, mental health, group dynamics, personality development, 

morality, attitudes, values, ego development, feelings, and motivations (Martin & 

Reigeluth, 1999, p. 485). I hear echoes of affective learning in many other theories of 

learning:  experiential, transformational, and indigenous education (Lawrence, 2008); 

holistic and spiritual education (Campbell & Simmons, 2012); aesthetic education 

(Greene, 2001); the perceptual-delineation theory (McFee, 1971); and the child-centered 
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approaches of Maria Montessori and Viktor Lowenfeld’s Creative and Mental Growth 

(1947) which was concerned with a child’s intellectual, emotional, physical, perceptual, 

aesthetic, social and creative development (Stankiewicz, 2001). Though these theories of 

learning and education vary widely, they all acknowledge multiple contexts and 

dimensions of learning and understand learners holistically as they influence and are 

influenced by the world around them which are important aspects of my approach to 

affective learning within this study. 

Looking to the social sciences at large, Wetherell (2012) critically synthesizes 

diverse approaches to the study of affect in order to promote affect and emotion as the 

basis for social research. She identifies two connotations of affect used among scholars: 

1) a more traditional and psychological notion of emotions or emotional response, and 2) 

an understanding of affect as a force, an impetus for transformation or ‘making a 

difference’, or a process of becoming. She explains the significance of this turn toward 

the study of affect: 

The turn to affect is mainly a stimulus to expand the scope of social investigation. 

It leads to a focus on embodiment, to attempts to understand how people are 

moved, and what attracts them, to an emphasis on repetitions, pains and pleasures, 

feelings and memories. How do social formations grab people? How do roller 

coasters of contempt, patriotism, hate and euphoria power public scenes? The 

advantage of affect is that it brings the dramatic and the everyday back into social 

analysis. It draws attention to moments of resentment, kindness, grumpiness, 

ennui and feeling good, to the extremities of distress that can result from ill use, 

and to the intensities of ecstasy. (p. 3) 



29 
 

She offers the concept of “affective practice” as a way to focus on what 

participants do and to map the ongoing affective processes and patterns they enact. She 

argues that researchers must recognize the flowing and dynamic nature of affective 

practices, seek patterns that point to the situated meaning and significance of these 

practices, and recognize how affective practices have power to disrupt, reinforce, 

regulate, and privilege different subjects or groups at different scales (Wetherell, 2012, p. 

14). These approaches and understandings of affect inform how I embarked on tracing 

the narratives of affective learning among the military and veteran-connected families, 

the educators, and the UAMA. 

In the theoretical approach I am developing through this study, I also see affective 

learning tied to both personal and community transformation. Martin and Reigeliuth 

(1999) identify one discourse in affective development education in which society 

improves through the education of well-adjusted or “affectively developed” students (p. 

487). They cite Beane (1990, p. 3) who says, 

The underlying theory appears to be this: When large-scale social problems 

appear, we may react with legal and legislative action, but in the long haul the 

best solution is to educate the present generation of young people to ‘cope’ with 

their own problems and/or to help create a more ethical and moral society. 

In the more recent humanistic vein of holistic art education, Graeme Sullivan (2012) 

argues for not just individual but also communal and cultural outcomes of artistic inquiry. 

Theories of holistic art education are one example of attention to affective 

learning within the realm of art education.  In their volume bringing together a variety of 

perspectives and approaches related to holistic art education—what they call “the heart of 
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art education”—Campbell and Simmons (2012) describe this pedagogy as transformative, 

experiential, and integrated in that it seeks to engage “multiple dimensions of the 

individual” (p. xi). Echoing Krathwohl, Bloom, and Masia’s (1956) conception of the 

domains of learning, they include physical/sensory, emotional, and cognitive functions 

but also extend the concept to social, moral, and spiritual dimensions. In the same 

volume, Karen Lee Carroll (2012) centers the notion of “making a positive difference in 

the lives of others through art” and argues that arts-based learning experiences “can 

produce a personal sense of power and capacity” (p. ix). Within these approaches I hear a 

clear resonance with ideas of affective learning theorized, in relation to educational 

theory and social science in general, as a force for personal motivation and interpersonal 

meaning-making. 

Though it is not always identified explicitly as affective learning, this impulse 

toward personally and communally transformational educational experiences can be seen 

in histories and theories of museum education and community-based arts education as I 

will discuss in the following sections. 

 

Museum Education 

In my own life, museums have been a space for significant affective experiences 

as well as discipline-based learning in the arts. My first childhood experiences of art 

education took place at the Joslyn Art Museum in Omaha, Nebraska and my learning 

experiences there included formal and informal learning, personal expression, and 

socializing. It was a place where I began to think of myself as an artist, spending time 

with family and friends during family visits and class field trips, and eventually 



31 
 

volunteering at events and classes as a teen ambassador. I remember moments when my 

understanding of the world and myself was broadened: pondering contemporary 

basketball shoes adorned in traditional Native American beadwork or struggling to 

understand my older female cousin’s indignant response to a painting of a romanticized 

naked woman being doted on by angels. 

As an adult, I remain fascinated by museums, their practices and cultures, yet am 

critical of the ways they display and disseminate particular narratives about objects and 

the public, often hegemonic narratives about art, culture, and identity (Duncan, 1995; 

Karp & Lavine, 1991; Wallach, 1998). I am inspired by museum educators who are 

seeking ways for museums to be more accessible to a wider swath of the community, 

more participatory, and more apt to incorporate community-based and visitor-generated 

narratives (Roberts, 1997; Simon, 2010). I will now trace a brief history of museums as 

educational institutions and highlight several pedagogical developments in museum 

learning that inform this study. 

Museums as Educational Institutions 

Practices of collecting, arranging, and displaying objects always have a 

pedagogical function. As Carol Duncan (1995) argued, princely galleries of 16th-18th 

century Europe imparted a narrative about the wealth, power, and political legitimacy of 

the rulers who could collect and display troves of art and luxurious furnishings. When the 

French revolutionary government transformed the Louvre from Louis XIV’s private 

palace and art collection into a national museum, free to the public, they used the same 

objects to teach the public a new narrative about themselves, about the excesses of the old 

order, and the triumph of the new Republic (Duncan, 1995). Following the American 
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Revolution, scientist and painter Charles Willson Peale arranged natural specimens 

according to Linnaean taxonomy and displayed them alongside artistic objects in the 

Philadelphia Museum so that citizens of the newly formed nation could “study the 

perfection of the Creator, social order, and civic responsibility” (Roberts, 1997, p. 23). In 

these examples, people created museums as institutions to teach visitors a certain view of 

the world and their place in it. In the early 20th century, some curators in the U.S. like 

John Cotton Dana sought to democratize museums and attract middle and working class 

Americans by expanding interpretation and outreach practices and creating exhibits 

promoting folk arts, industrial design, and beautification of the home (Roberts, 1997). As 

Roberts observed, these practices still problematically hinged on the transmission of fixed 

knowledge, values, and ideologies from elites to the general public. When it comes to 

representing minority histories or non-European or non-U.S. cultures in museums, this 

pedagogical hierarchy has led to the replication and dissemination of misinformation or, 

at worst, racist narratives and imperialist ideologies. In the U.S. since the 1960s until the 

present, there have been critical shifts in the fields of museum studies and art history and 

pressure for museums to expand who they serve and how. Though they are not alone in 

this work, museum educators have and will continue to play a pivotal role in shifting the 

pedagogies of the museum. 

Several influential documents drafted by museum professionals, including some 

commissioned by U.S. government agencies, show the growing emphasis on museum 

operations and programs that are educational, participatory, and accessible to traditionally 

marginalized populations: America’s Museums: The Belmont Report (1969), The Art 

Museum As Educator (1978), Museums for a New Century (1984), and Excellence and 
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Equity: Education and the Public Dimension of Museums (1992) (as cited in Williams, 

2007). Roberts (1997) traces the evolution of educational practices in museums and 

concludes that rather than displaying objects and offering the visitor fixed cultural 

meanings, museums and museum professionals must empower visitors and find ways to 

invite and broadcast the multiple narratives and meanings that museums can hold for 

community members. Since this turn toward a visitor-centered approach to museum 

interpretation and educational practices there has also been expanded research into visitor 

behaviors and experiences resulting in the development of conceptual models describing 

how people learn in museums and how programs might be designed to meet diverse 

needs. I will discuss three visitor-centered models of museum learning that have inspired 

my study and my approach to creating museum programs. 

Constructivist Museums 

The concept of a constructivist museum or a constructivist museum pedagogy is 

founded on the idea that visitors create meaning and new knowledge by forming 

connections between past experience (or prior knowledge) and the objects, spaces, and 

people they encounter at the museum. Hein’s (2002) elaboration of the constructivist 

museum and Falk’s (2009) model of the identity-motivated museum visitor experience 

share several assumptions.  

First is the idea that museum learning is a networked, multimodal experience 

influenced by many factors in the museum environment, not limited to the objects on 

display: the visitor’s identity and motivations, the design of the space and visitors’ 

physical and psychological comfort, the level and form of facilitation and orientation by 

museum staff or non-human means like signs, videos, and printed materials, and the 
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social interactions people have during their visit. Falk’s visitor experience model 

incorporates the “contextual model of learning” he developed with Lynn Dierking, which 

situates learning at the intersection of the personal context (“prior knowledge, experience, 

and interest”), the physical context (“exhibitions, programs, objects and labels”), and the 

sociocultural context (social interactions at the museum and “visitor’s cultural 

experiences and values”) (Falk, 2009, p. 159).  For Hein (2002), museum educators and 

staff can influence visitors’ learning experiences to the extent that they can shape the 

physical and social aspects of the museum environment. He encourages museum 

professionals to design for multiple learning modalities, consider conceptual and physical 

accessibility, and elements that increase visitor comfort and interaction with others. 

A second and related assumption in these constructivist museum pedagogies is 

that visitors’ learning is determined by their personal goals and motivations at the 

museum. According to Falk (2009), the meanings visitors create during and after museum 

experiences are ultimately shaped by their understanding of themselves and their own 

“identity-related motivations” for the museum visit, as well as their perception of the 

museum and what it has to offer. Therefore, he argues, understandings of their personal 

identity and their understandings of museums are the two main categories of learning in 

the museum (p. 160). In Hein’s (2002) constructivist museum, a museum educator’s role 

is to create conducive conditions and guide visitors to make significant connections 

between their existing understandings and narratives and objects within the museum (p. 

153-154). 

These constructivist theories of museum pedagogy connect and extend themes of 

affective learning in their focus on personal and interpersonal understandings, 
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motivations, and meaning-making. In many ways, Hein’s (2002) constructivist museum 

is also an affective museum: 

Every museum building will send a message (or multiple messages); every 

exhibition will evoke feelings, memories, and images; every encounter with an 

object brings about a reflection (even if it is only incomprehension and 

frustration); every social interaction reinforces connections, stimulates new ones, 

or triggers personal anxieties. (2002, p. 179) 

Participatory Museums 

Nina Simon’s (2010) model of the participatory museum seeks ways to 

incorporate visitor-generated meanings into the narratives of the museum, or more 

specifically, to find ways for the museum to be a platform for visitor ideas and creations. 

She defines a participatory cultural institution as: 

 [A] place where visitors can create, share, and connect with each other around 

content. Create means that visitors contribute their own ideas, objects, and 

creative expression to the institution and to each other. Share means that people 

discuss, take home, remix, and redistribute both what they see and what they 

make during their visit. Connect means that visitors socialize with other people—

staff and visitors—who share their particular interests. Around content means that 

visitors’ conversations and creations focus on the evidence, objects, and ideas 

most important to the institution in question. (2010, Preface, para. 53) 

                                                           
3 http://www.participatorymuseum.org/preface/ 
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Her framework is specific in that participatory experiences must be well-

designed, tailored to the institution and the community, and should add value for 

participants, other visitors, and staff. For my practice and this project, one of the most 

salient aspects of her concept of participation as design strategy is the idea of scaffolding, 

that many forms or levels of participation can be valuable to meet different visitor goals. 

Based on a typology developed by the Public Participation in Scientific Research (PPSR) 

project, she describes four models of participation, shown in Figure 2 (2010, Chapter 5, 

para. 11-124). 

Figure 2. Nina Simon’s (2010) four models of participation 

Contributory projects Visitors contribute to institutional-controlled projects in pre-defined 
ways 

Collaborative projects Visitors are invited to partner in the creation of projects originated by 
the institution 

Co-creative projects Community-members work with staff to define a project or exhibit 
based on community interests 

Hosted projects Institution offers facilities or resources for groups to host community-
originated projects 

I would categorize Art in Service as a Collaborative project because while the 

curriculum and structure of the program was determined by Chelsea, Josh, and myself we 

sought to engage military and veteran-connected families in voicing and creating their 

own creative responses to our prompts, both in gallery activities and the art studio.  

Therapeutic Museums 

Museum educator Lois H. Silverman (1989) unearthed a striking relationship 

between the humanistic purposes of museums and family therapy where both practices 

involve the interpretation of human experiences and interactions with other people and 

the world around them (pp. 136-137). She argues that the informal and social nature of 
                                                           
4 http://www.participatorymuseum.org/chapter5/ 
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museum learning is well-suited to support the family therapy approach of treating a 

family as a communication system. She asks: “How can a family use a museum to 

understand itself better?” (p. 131). Two decades later (2010) she broadens this argument 

in her book The Social Work of Museums, where she explores historical and 

contemporary overlap between the theory and practices of museums and the goals of 

social work as a profession. She proposes an explanation of the social work of museums:   

Fundamentally, museums offer interactive social experiences of communication 

in which relationships are activated and people make meaning of objects. This 

communication yields beneficial consequences: people may meet fundamental 

human needs like the need for self-esteem and self-actualization; achieve change 

in essential areas such as knowledge, skills, values, and behavior; build and 

strengthen social connections and relationships, including social capital; address 

social problems; and promote social justice and equality. The consequences may 

involve and/or benefit individuals, groups, and society at large. In effect, through 

museum communication, people enact, share, and alter key elements of culture 

that shape the very operation, quality, and experience of social life. This includes 

not only our selves, relationships, social problems, and social structure, but also 

the understandings, solutions, and broader vision that inform our daily lives as 

well as our individual and shared futures. It also includes our museums. 

(Silverman, 2010, p. 21) 

Her emphasis on developing transformational understandings as they relate to 

individuals, groups, and society at large echoes the theories of affective learning and 
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affective practices in educational theory and the social sciences, as I described earlier in 

this chapter. 

Art therapist Karen Peacock (2012) takes up this inquiry into the social work of 

museums to understand the interface of museums and therapy. Peacock discusses 

museum exhibitions with an art therapeutic function including exhibits aimed at helping 

the public process historic tragedies like the Holocaust or the 9/11 attacks in New York 

City. A particularly relevant example she describes is the 1981 exhibit Vietnam: Reflexes 

and Reflections, which featured artworks created by men and women who served in the 

Vietnam War, some of whom were critical of the war. She identifies several functions of 

this exhibit for artists and viewers:  educating the public about the war from a military 

perspective and allowing the veterans to make connections and regain dignity (Peacock, 

2012, p. 133). She also identifies several ongoing programs at museums in the U.S., 

Japan, and Russia aimed at engaging various vulnerable populations in art therapy 

through art-making, interacting with the museum collections, and exhibitions of 

participant art. Surveying museum educators, she concludes that, “when art therapy is 

envisioned as a means of furthering a museum’s mission and goals, innovative 

partnerships between art therapy and museums are more likely to be developed and 

enthusiastically embraced” (p. 137). Museums that have embraced art therapeutic 

programs often see it as supporting a mission of “becoming more relevant and accessible 

to all populations” (p. 137). This objective is a major part of the UAMA’s rationale for 

creating a variety of community-engaged programs and although our program was not 

labeled or marketed as art therapy, it is an extremely useful lens for understanding the 

affective narratives expressed in the program. 
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Community-Based Art Education 

While I started my journey as an educator in community-based and informal 

settings and moved into higher education and museum education spaces as a graduate 

student, I now return to these foundations through theories of community-based art 

education and its potential to help individuals and communities reflect and imagine 

themselves.  

J. Ulbricht (2005) outlines an array of forms community-based art education can 

take:  informal teaching within communities, facilitated art teaching outside schools, 

public art projects, service learning projects, programs with particular groups like youth 

or prisoners, or outreach programs initiated by institutions like museums. These programs 

and projects also have a “continuum of purposes” and desired outcomes (p. 10). Some of 

these purposes, from one end of the continuum to the other, are: learning art skills, 

appreciating shared or other cultures, learning about local issues, promoting institutions 

or forms of community development, empowering individuals and communities, or 

imagining or bringing about social change (p. 10). Mat Schwarzman situates his 

definition of community-based arts firmly on the side of social change, where people 

work to “improve themselves and their communities through art” (2005, p. xv). For him, 

community-based art “emerges from a community and consciously seeks to increase the 

social, economic, and political power of the community” (p. xvi). His three premises, 

described below, were often echoed in my co-educators’ and my approach to facilitating 

the Art in Service project. 

First, creativity is a skill and a practice that can help people navigate many areas 

of their lives, and it can be coached and developed by an educator. Second, art 
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communicates information and stories about real life issues. Third, communities are tied 

together by shared cultural codes and meanings, not just physical location (Knight & 

Schwarzman, 2005). In terms of community collaboration, the structure and institutional 

purpose of Art in Service were determined by our team of educators who were a mix of 

insiders and outsiders in relation to the military and veteran-connected community 

though our approach was to make this structure open enough that community members’ 

narratives and experiences could become primary within the workshops and exhibition. 

Ulbricht (2005) situates Schwarzman’s approach on far end of the “continuum of 

purposes” where community-based arts projects are designed to enact social change (p. 

10). The Social Change Model of Leadership Development, a framework developed by 

leadership educators and researchers working in higher education, is a helpful tool for 

describing how art education can be a force for social change (Komives & Wagner, 

2012). The social change model consists of seven values related to enacting social change 

which are organized into three interconnected dimensions—individual, group, and 

societal/community—where the process of social change can occur (Figure 3).  

Figure 3: The Social Change Model of 
Leadership Development (Komives & 
Wagner, 2009, p. 52) 
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Observing the affective narratives and meanings within the Art in Service 

program, the social change model allows me to situate personal and interpersonal 

practices within larger processes of society-wide change. Also imagining the broader 

impact of personal and affective learning, art educator Paul Bolin (1999) called on us 

more than a decade ago to “teach art as if the world mattered”: 

The art room should be a dynamic location within the world--a place where 

meaningful art learning and world understanding take shape. It is to be a site 

where students meet head-on the issues and concerns they face in the world. What 

are their battlefields in life? Who do they desire to be? What matters most to 

them? Why should they care? (p. 5) 

Community Engagement at UAMA 

The UAMA has developed a particular model of community engagement which 

intentionally seeks connections with communities which are typically underrepresented 

in art museums: LGBTQ youth, children, adults with developmental disabilities, elders, 

and now military and veteran-connected individuals. These communities could be 

underrepresented in a variety of ways:  artists from these communities may not be 

represented in museum collections or exhibits; perspectives from individuals in these 

communities may rarely be included when interpreting the museum collection; or 

members of these communities may be less likely to visit museums. At the UAMA, 

programs for targeted audiences often include gallery tours or activities in which 

individuals can engage with and interpret artworks based on their personal experiences, 

art-making in response to these experiences, and finally temporary exhibitions in the 
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museum displaying the artworks of participants. I believe one reason these programs may 

be effective is that they emphasize affective or personal ways of knowing and learning. 

From an institutional standpoint, a community focus is present within the 

museum’s stated mission and values. Their basic mission states that the UAMA: 

“engages diverse audiences, inspires critical dialogue, and champions art as essential to 

our lives” (University of Arizona Museum of Art, n.d., Mission Statement section, para. 

1). Expanding on these core practices, the website states that UAMA will partner with 

community organizations and researchers to “embrace our role as a university museum 

and a community art museum” and utilize storytelling, shared art experiences, and 

“progressive art education” programs to engage audiences (UAMA, n.d., Inspire section, 

para 3). Through this study I hope to examine how our mission-aligned, community-

based program is informed and impacted by personal, social, affective learning. 

 

Summary 

 In this chapter I reviewed and interpreted literature relating to four key theoretical 

concepts that inform this study: public pedagogy, affective learning, community-based art 

education, and museum education. Specifically, I traced connections between the 

rationale for community-based pedagogical programs being developed with military 

families at the UAMA and constructivist approaches to therapeutic, participatory, and 

educational programs in art museums today. The following third chapter of this thesis 

explains the methodology for my study. 
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CHAPTER THREE:  METHODOLOGY 

In this chapter I discuss the methods I used to collect and analyze data and their 

relevance to my research questions concerning affective learning in community-based 

museum programs. I describe the specific contexts and participants of this study within 

the larger framework of the Art in Service workshop series and exhibition at the UAMA, 

as well as the specific types of data I collected. 

 

Research Questions 

As I described in the first two chapters, my desire to understand more about how 

art museums might support affective learning for visitors is grounded in the theoretical 

framework emerging from my review of the literature. As an experienced educator in 

informal community settings, I was particularly interested in how the UAMA, an 

institution with a history of community engagement initiatives, could function as a place 

for personal meaning-making for as many members of the community as possible. As a 

critical museum educator in training, I hope to explore ways to reach new audiences 

through strategic partnerships, visitor-centered approaches, and by designing experiences 

and programs that cultivate learning beyond traditional art and art history. Through my 

involvement in planning and implementing the Art in Service program, I seized the 

opportunity to reflect on my own practice and observe and analyze how affective learning 

is incorporated—by both educators and visitors—within a specific museum program for 

military and veteran-connected families. 
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My primary research question is:   

In what ways does affective learning take place during a community outreach art museum 

education program with a targeted audience, in this case military and veteran-connected 

families?  

In order to answer this question, I ask the supporting sub-questions:   

 What outcomes might educators hope to achieve and plan for through the art 

museum programming for military and veteran-connected families?  

 What affective narratives or understandings do participants express during and 

after the art museum programming though art-making, written and verbal 

reflection, or other modes?  

 What forms of personal interaction and dialogue occur between participants 

during the art museum programming? 

  
 

Methodological Approach 

Narrative Ethnography and Participant Observation 

Barbara Tedlock (1991, 2003) describes the evolution of the anthropologist’s 

position in relation to the individuals and cultures being studied: from the armchair 

anthropologist writing about others from a distance based on secondary texts to trained 

ethnographers immersing themselves via extended stays in the field yet retaining their 

objectivity as social scientists. This is the crux of traditional participant observation:  to 

be both insider and outsider, initiated into a culture to varying degrees yet able to 

deconstruct its patterns of meaning. “This strangely empathic yet impassive methodology 

was widely believed to produce documentary data that somehow reflected the natives’ 
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own points of view” (Tedlock, 2003, p. 180). Tedlock is critical of ethnographic writing 

in which researchers erase themselves and their choices but also finds that ethnographic 

memoirs, in which the researcher’s experience is the primary lens, fall short. She argues 

for a more recent turn toward narrative ethnography, in which researcher-as-participant 

observes and describes the intersubjective, embodied, and social processes that emerge 

during the experience of ethnographic research (Tedlock, 2003).  

Based on their observations of self and others participating together, the 

researcher crafts a “single narrative that carries a multiplicity of voices” (Tedlock, 2003, 

p. 191). 

The author of a narrative ethnography deals with [personal] experiences, but 

along with these come ethnographic data, epistemological reflections on 

fieldwork participation, and cultural analysis. The world, in a narrative 

ethnography, is re-presented as perceived by a situated narrator, present as a 

character in the story that reveals his own personality. (Tedlock, 1991, p. 78) 

This reimagined approach to participant observation was particularly relevant for me in 

this study as I filled the roles of educator and researcher, shifting between developing and 

leading curriculum to observing the pedagogical choices of my co-educators and the 

responses of participants.  

An ethnographic approach also made sense as I sought to understand the 

interactions between a group of community members with a shared cultural identity and 

the art museum. Roberts (1997) describes the educational endeavor in museums as a 

process of cultural exchange between museum professionals and community members 

where divergent meanings may emerge. Roberts states: “[Education] is about the 
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mismatch that arises between a museum’s culture and a visitor’s culture; and it is about 

negotiating that mismatch in a way that is respectful of both” (pp. 132-133). More 

recently Acuff and Evans (2014) examined museum education through the lens of critical 

multicultural education and gathered writings by museum professionals studying and 

describing museum programs and exhibitions both as researchers and practitioners. As 

Acuff and Evans begin their survey with stories of their own stories of fitting or not 

fitting into the culture of museums, a narrative ethnography approach will allow me to 

observe and describe the intercultural experiences among all participants (including 

myself) within the Art in Service program at UAMA. 

Narrative in Museum Research and Practice 

 Pinnegar and Daynes (2007) map four narrative turns in qualitative research that 

contributed to development and acceptance of narrative inquiry as a methodology:   

(1) a change in the relationship between the person conducting the research and 

the person participating as the subject (the relationship between the researcher and 

the researched), (2) a move from the use of number toward the use of words as 

data, (3) a change from a focus on the general and universal toward the local and 

specific, and finally (4) a widening in acceptance of alternative epistemologies or 

ways of knowing. (p. 7) 

The observation and documentation of stories and lived experiences—those of both 

researchers and other research participants—and the construction of narratives produces a 

more complex and nuanced representation of the phenomena being studied, including 

voices, meanings, and details which may not be captured in more positivist or 

quantitative methodologies (Clandinin & Rosiek, 2007; Pinnegar & Daynes, 2007). 
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A narrative approach can be fruitful for understanding the practices and cultures 

of professionals and organizations. Elbaz-Luwisch (2007) describes how a narrative 

approach to understanding teaching practice in the context of teachers’ lives and 

experiences led to the “realization that teachers are central to the development of 

curriculum and pedagogy” (p. 357). Reid (2014) places museum educators’ life stories 

and lived narratives at the center of her inquiry into the institutional and pedagogical 

realities of museums.   

In museum research, narrative methods also help understand visitors’ experiences 

and capture the subtleties of personal interaction and dialogue. Everett and Barrett (2012) 

emphasize the relational qualities of the research process and the interaction between 

museums and visitors by asking research participants to take them on a guided tour of the 

museum, in addition to engaging them in more traditional in-depth interviews. Reid, 

Cinquemani, and Farrar (2016), a professor and two graduate students in a museum 

education course, present a layered narrative of their experiences implementing a 

museum-based collaboration with one child visitor and how this might inform museum 

practice. In contemporary museum education practice, narratives are often understood as 

vital to creating inclusive, multicultural, and socially activated institutions and programs. 

In a recent blog post on the website ArtMuseumTeaching.com, Mike Murawski, Director 

of Education & Public Programs at the Portland Art Museum, highlights museum 

programs which promote empathy by engaging members of the public in sharing and 

hearing others’ stories (Murawski, 2016). At the end of this chapter, I will discuss in 

more detail how a narrative approach to data analysis allowed me to create a multi-voiced 

narrative based on my observations and collected data during the Art in Service program. 



48 
 

Process and Structure of the Study 

 As I have described previously, I was involved in the conception of the Art in 

Service program as an intern at the University of Arizona Museum of Art (UAMA) 

before identifying it as fruitful context for this thesis study. As the scope and objectives 

of the program became clear, I designed my research with an ethnographic case study 

approach to observing and collecting multi-modal data which could provide a holistic 

view of the processes, interactions, and meanings developed by and between the 

educators (including myself) and participants from the military and veteran-connected 

community. I intentionally collected a wide variety of data over an extended period in 

order to document the full life of a collaborative museum education program and to be 

able to identify patterns and develop narratives related to affective learning that I saw 

emerging. The study includes observations and communications beginning from 

September 2015 when Teresa, Director of our partner organization Operation: Military 

Kids (OMK), initially contacted Chelsea, Curator of Community Engagement at UAMA, 

while I was an intern at UAMA and Chelsea recruited me to extend my internship for a 

second semester. I documented planning processes, communications, and curriculum 

development from this time through March 2016, as well as acquiring IRB approval to do 

research with consenting military and veteran-connected families within the program5.  

 From March 26, 2016 to April 30, 2016 we held six workshops at UAMA in 

Tucson, Arizona on consecutive Saturdays from 9am-12pm. We developed three sets of 

curriculum or lesson plans, each of which was repeated two weeks in a row. Each 

workshop began with one hour of activities and discussion related to a specific exhibit in 

the museum followed by two hours doing guided art-making in a studio classroom. On 
                                                           
5 IRB Approved Project #1603482790 
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March 26, April 23, and April 30, I supported Josh and Chelsea in facilitating the 

curriculum they developed and observed the workshops as a researcher. On April 9 and 

16, I facilitated both the gallery and studio portions of the workshops according to 

curriculum I developed with support from Chelsea and Josh. Throughout all weeks, I 

recorded my observations and reflections after the workshop. I was unable to attend the 

workshop on April 2 due to a previous commitment so I was only able to observe Josh’s 

curriculum once. 

 In May 2016, immediately following the workshops, I worked with Teresa to 

include open-ended questions related to my study (detailed in the next section and Figure 

2) in an online program evaluation survey for participants. From June to August 2016, I 

worked with Chelsea and UAMA exhibitions staff to develop and install the exhibition of 

participant artworks. During this time, I also communicated with Teresa and Chelsea in 

planning an opening event for the families and the general public, after which I recorded 

field notes based on my observations. The exhibition was on display from August-

October 2016. 

 

Participants and Recruiting Process 

 This study involves two types of participants:  educators involved in planning and 

leading the museum program and military and veteran-connected family members, 

including adults and children, who took part in one or more of the workshops. My team 

of co-educators were all informed of my research plans early on in our planning 

processes and consented to being part of the study, allowing me to write about our 

collaborative process. The family members were informed of the study and invited to 
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participate once they had registered, as I will describe in more detail below.  

  The Art in Service program was publicized to the general public on the UAMA 

website and through Teresa’s established networks within the military community, 

including her email list of participants in past programs and contacts in various branches 

of the military in the Tucson area and military-related organizations, such as the VETS 

Center at UA. A week prior to each workshop, registered families received a welcome 

packet with instructions and reminders about what to expect at the workshops as well as 

an invitation letter from me explaining my background and purpose of the study, 

instructions for how to consent to participate in the study or get more information, and 

IRB-approved6 adult consent and minor assent forms. Parents provided consent for their 

minor children to participate but I asked them to talk with their children to determine if 

they were interested in participating and provided age-appropriate language to explain the 

study (see Figure 4). I also created minor assent forms with age-appropriate language for 

children 8 years old and up. These forms are attached in Appendix A. I handled the 

check-in process at all the workshops I attended and therefore could introduce myself to 

families and offer to answer questions about the study. Twenty-one families, or 

                                                           
6 IRB Approved Project #1603482790 

Figure 4. Example of child-appropriate explanation of the study provided to parents in 
welcome packet  

"One of the teachers at the museum wants to learn how to make the most interesting, fun, and 
helpful programs for kids and families. She would like to observe, take notes, and write about 
the things we talk about and the art we make during the workshops. You will probably not 
notice anything different about the workshops, she will just be paying attention and then 
afterwards writing about what she noticed. She may also look at and write about the artwork 
you make. Does that sound OK to you?"    
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approximately 64 individuals, participated in one or more of the Art in Service 

workshops. Of these, 13 families consisting of 33 individuals chose to participate in the 

study. 

The family members who joined the study were or were affiliated with active 

duty, reserves, National Guard, and veteran/retired service members from the Army, Air 

Force, and Marine Corps. Josh, one of the educators, is a veteran Navy and active Naval 

Reserves service member. Four of the thirteen families had an adult family member 

currently deployed within the period of the study, including one service member parent 

who returned home just in time to attend the final workshop. The children who 

participated in the study were from 6-17 years old. 

 

Types of Data Collected 

Field notes and 
personal 

communications 

Throughout the planning process, I kept personal and shared 

notes of meetings and planning conversations among the team 

of educators. After each workshop session and after the final 

exhibition opening, I recorded my observations, impressions, 

and reflections in typed field notes. I also archived relevant 

email communications throughout the timeframe of the study. 

Curriculum artifacts Throughout the planning process and workshops, I collected 

physical or digital copies of written lesson plans (some in 

multiple drafts) produced by Chelsea, Josh, and myself as well 

as resources (like worksheets) developed for participants to use 
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in the gallery or studio. I also documented which artworks from 

the museum collection were used within gallery lessons. 

Participant artworks 
and written responses 

During the workshop series, I collected and photographed 

artworks created by participants during the studio portions of 

the workshops, before returning them on or after their last 

workshop so they could select one piece to include in the final 

exhibit. Participants could choose to provide a title and any 

additional statement or information they wanted to be included 

on the label in the exhibit, and I archived these responses. I also 

collected a selection of written responses to verbal prompts, 

which were a part of various workshop activities. 

Educator interviews After the workshops, I conducted interviews using qualitative 

methods with Teresa, Chelsea, and Josh. Chelsea and Josh 

provided responses to my questions via email and Teresa and I 

spoke in person. Interview questions are listed in Figure 5. 

Qualitative survey 
questions 

I asked military-family participants four open-ended questions 

as part of an online survey distributed after the workshop series 

and before the exhibition. Out of seven total survey responses, 

four respondents chose to answer the open-ended questions. I 

did not perform statistical or quantitative analysis of this data 

but analyzed their responses within my coding and analysis 
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approach, described later in this chapter. Survey questions are 

listed in Figure 6. 

 

Figure 6. Open-ended survey questions for military and veteran-connected adults 

List 3 to 5 favorite aspects of the Military Family Art Series experienced by you 
or your child(ren). 

What do you think were the (3) three most important things you or your 
child(ren) gained, learned, or experienced during the Military Family Art Series 
tours, art-making, and/or overall program? 

Do you think the Military Family Art Series was beneficial for military and 
veteran-connected families? Why or why not? 

What suggestions for improvement do you have for the Military Family Art 
Series? 

 

Data Analysis 

Recognizing that all the participants in this collaboratively-planned, community-

based museum program would impact and shape their own experience and that of others, 

my goal in analyzing the data was to be able describe a story about the types of learning 

Figure 5. Qualitative Interview Questions for Educators 

1.  Why were you initially interested in a military family/art museum collaboration?  
What did you think some of the potential learning outcomes or benefits would be (and for 
whom)? 

2.  What choices did you make or specific program elements did you intentionally include 
in planning these workshops that you thought would lead to these desired learning 
outcomes or benefits? 

3.  During the workshops, what were some "learning moments" that stood out to you?   

4. After being a part of the workshops, were there any additional, unplanned, or 
unexpected learning outcomes or benefits you saw?   

5.  If you were able to create museum or arts-based programs for military families in the 
future, what do you think are the biggest opportunities for improvement or what would 
you change?   
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that were happening. This involved a process of coding based on participants’ choices, 

actions, and the understandings they expressed throughout the diverse forms of data 

collected. Saldaña (2009) characterized the process of coding data as a way to uncover 

significance of phenomena and also connections between them. 

I advocate that qualitative codes are essence-capturing and essential elements of 

the research story that, when clustered together according to similarity and 

regularity - a pattern - they actively facilitate the development of categories and 

thus analysis of their connections. Ultimately, I like one of Charmaz's (2006) 

metaphors for the process when she states that coding "generates the bones of 

your analysis .... [I]ntegration will assemble those bones into a working skeleton" 

(p. 45). (Saldaña, p. 8) 

In this study, I initially approached all types of data using a broad descriptive 

coding method to identify the basic topics and phenomena occurring throughout the Art 

in Service program (Saldaña, 2009, pp. 70-73). I used Microsoft Excel spreadsheets to 

compile excerpts and line numbers from the original data document (eg. a lesson plan or 

typed field notes from a specific workshop), and then added descriptive codes for each 

excerpt in an adjacent column, sometimes adding contextual information about the 

participants represented in the data as needed (see Figure 7 for an excerpt of one of the 

spreadsheets). Throughout the process of data description and analysis, I reviewed and 

brought together these initial codes under broader themes such as “expressing multiple 

identities” or “family cooperation” which would inform the emerging narrative of the 

study. 
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 I also adopted analytic approaches from narrative inquiry in order to construct a 

story that included the military family members, my fellow educators, and myself as 

developed characters. In 2013, Clandinin explained how lived experiences of participants 

can be studied within this methodology: 

…[T]he focus of narrative inquiry is not only valorizing individuals’ experience 

but is also an exploration of the social, cultural, familial, linguistic, and 

institutional narratives within which individuals’ experiences were, and are, 

constituted, shaped, expressed, and enacted. … Narrative inquirers study the 

individuals’ experience in the world, an experience that is storied both in the 

living and telling and that can be studied by listening, observing, living alongside 

an other, and writing and interpreting text. (p. 18) 

In their original exploration of the methodology of narrative analysis, Connelly 

and Clandinin (1990) describe three processes that take place when transforming data 

about events or phenomena into an emergent story:  1) “broadening” or using examples 

Figure 7. Excerpt from Excel spreadsheet used for descriptive coding of data 
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of events to make generalizations about a broader category, 2) “burrowing” or focusing 

on a specific event’s “emotional, moral, and aesthetic qualities” in order to “ask why the 

event is associated with these feelings and what their origins might be”, and 3) 

“restorying” or suggesting further or multiple meanings of the same event (p. 11).   

Though my ethnographic approach to data collection did not focus on uncovering 

life stories or developing long-term relationships with research participants as is common 

in some forms of narrative inquiry, I sought to uncover and describe the “concrete 

particularities” of participants lived experiences within the narrow context of the Art in 

Service museum program (Connelly & Clandinin, 1990, p. 5). A narrative inquiry 

approach is also relevant as it allows me to analyze my dual roles in the story as educator 

and researcher reflecting on my own practice, which Connelly and Clandinin (1990) 

describe as a researcher “living their stories in an ongoing experiential text and telling 

their stories in words as they reflect upon life and explain themselves to others” (p. 4). 

 

Summary 

In this chapter, I reviewed my research questions and the appropriateness of my 

methodological approach based in participant observation and narrative ethnography. I 

laid out the process and structure of the study as I developed it within the framework of 

the Art in Service program at UAMA. I described the research participants including my 

co-educators and the military family participants, as well as the types of data I collected 

throughout the study. In the following chapter, I will present a narrative of the Art in 

Service program from initial planning stages to the final exhibition of community 

participants’ artworks, based on the wide variety of data I collected. 
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CHAPTER FOUR: PRESENTATION OF DATA:  

PREPARATION, THE WORKSHOP SERIES, AND EXHIBITION 
 

In this chapter, I will tell the stories from the Art in Service workshop series and 

exhibit. These are based on the types of data listed in the previous chapter, namely: my 

observations as an educator-researcher-participant, the curricular artifacts and lesson 

plans my co-educators and I developed, the artworks and written responses created by 

participants, and post-workshop reflections in the form of interviews with my co-

educators and surveys from adult members of military-families. To highlight the 

emerging narratives and processes of this collaborative museum program for military and 

veteran-connected families, I will present the data chronologically from initial project 

planning, to the development and enacting of each workshop and its curriculum, to the 

design of the final exhibit and the opening event for participants and the wider 

community. 

 

Preparation 

Forming the Team 

As I described in chapter one, the assembly of our team of educators was a major 

part of the initial planning of the project as we determined the structure and scope of the 

program based on our team’s strengths, resources, and capacities. The team of 

educators—Teresa, Chelsea, Josh, and myself—possessed diverse professional and 

military/non-military backgrounds. Chelsea was the most experienced museum educator 

while Teresa and I had substantial experience teaching and running informal or 

community-based educational programs. Josh, an art education student, did not have 
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teaching experience but was our only team member who had been an active duty service 

member in the military, having recently retired from the Navy. Josh was currently serving 

in the Naval Reserves and was actively involved in the military community in Tucson. 

Teresa was also closely tied to the military community and, though she worked at the 

University, her programs were often funded through the Department of Defense. She was 

the only team member who had designed curricula specifically for military families.  

Figure 8.  Educators’ Roles and Military Affiliations 

Name Role Military affiliation 

Chelsea Curator of Community 
Engagement at the UAMA 

No military affiliation 

Teresa Director, Operation: 
Military Kids, Arizona 

10 years developing 
programs for military 
families funded through 
Department of Defense 
contracts 

Josh BFA student in art 
education, UAMA intern  

Former Navy, active Naval 
Reserves 

Willa MA student in art 
education, UAMA intern 

No military affiliation 

 

As I documented in the earliest communications between Chelsea, Teresa, and I, 

Josh and my availability as interns and co-facilitators gave Chelsea and the museum 

capacity to host six weeks of programming instead of a one-time event. Having three co-

facilitators also led to our decision to create three separate lessons as a way of dividing 

the labor of curriculum planning and allowing everyone a chance to facilitate. Teresa’s 

access to funding in the form of private donations for programs supporting military 

families allowed us to offer the program to the families free of charge.  
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Forming Goals and Objectives 

When Teresa first reached out to Chelsea via email, they began to describe the 

types of programs they each were interested in creating. Seeing the museums’ focus on 

family and community programming within UAMA’s email newsletters and referencing 

the tours for military teens that had happened at UAMA, Teresa had a vision to extend 

the same kind of art museum experience to the “entire Military Family” (Teresa, personal 

communication, September 2, 2015). She explained:  

I am curious if there is any possibility for us to collaborate on an outreach and 

engagement program for Military Families within our community with UAMA?  I 

would be interested in brainstorming collaborative program ideas with you if this 

is at all of interest. (Teresa, personal communication, September 2, 2015) 

Chelsea responded enthusiastically and explained how this type of program fit 

with the UAMA mission and her own approach as Curator of Community Engagement: 

“We are motivated to develop and partner with a diverse group of community members 

to truly enrich and diversify our programming at the Museum. So, again, thank you for 

thinking of the UAMA” (Chelsea, personal communication, September 2, 2015). Next, 

Chelsea, Teresa, and I met together in one of UAMA’s galleries to continue the 

discussion: imagining the multi-week structure with an exhibition at the end similar to 

programs Chelsea had done with other community groups and connecting the 

programming to April’s Month of the Military Child, an official Defense Department 

commemoration established in 1986 to honor and celebrate military and veteran-

connected children.  
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Though we did not specifically draft program or learning outcomes for the 

workshop series, we developed a common understanding of our goals for the program 

throughout our conversations and email communications. We hoped the program would 

include opportunities for personal expression, activities encouraging dialogue and 

teamwork within and between families, increased familiarity with campus resources 

including the UAMA, and creation of a safe space for people to discuss and reflect on 

their experiences and identities as families and individuals connected to the U.S. military. 

In an interview after the workshop series, Teresa explained that she went into the 

planning hoping that families would achieve outcomes related to resilience, forming 

community, and self-expression7. She believes that including the whole family in 

programs like this supports family resilience in two ways. First, it is a chance to get away 

from routines or stresses of everyday life and find relief, where they are able to just be a 

family together. Second, hopefully they can gain skills to deal with the stress and the 

changes of service, deployment, and reintegration. Parents are able to use and take home 

ideas, conversations are continued (Teresa, personal communication, April 28, 2016). In 

these post-workshop interviews, Teresa and Chelsea both expressed a belief that the 

museum would benefit from this collaboration as well, by connecting with new audiences 

and by including new voices in the narrative of the museum. Chelsea connected this to 

the UAMA’s institutional mission and her professional responsibilities as a museum 

educator:  

As a land grant institution, we are mandated to serve our community and provide 

outreach beyond the University’s footprint, and bottom line, its good museum 

                                                           
7 In this section, italicized words are Teresa’s own based on my notes from our interview, September, 2, 
2015. 



61 
 

practice. … While Tucson is a strong military community with several bases 

nearby (Tucson, Sierra Vista, Phoenix) the experiences and identities of those 

who serve and those that experience it second hand (families) are not spoken 

about- they are still an underrepresented community. These tours and actives 

motivated us to find ways to bring those voices out so that they could see 

themselves in the museum.  (Chelsea, personal communication, May 2, 2016) 

As it became clear that this programming would become a reality during March 

and April 2016, Chelsea and I considered the exhibitions and artworks which would be 

on display at that time and looked for themes and concepts that could connect with our 

desired outcomes for participants. Discussing our ideas with Teresa, we focused on three 

exhibitions and hoped to draw out the following themes, which I will describe in more 

depth in the following sections of this chapter:  

Teresa shared an article highlighting the life stories of military children, offering 

additional inspiration for our planning and affirming we were on the right track with 

these choices. The author, Matt Vanderlan (2015), a former military child, interviews 

military children to “let [them] speak for themselves” (p. 4) about both their burdens and 

the best things about their lives.  

While much of America may never truly understand what a military child goes 

through – what thoughts and worries and doubts about moving or a deployed 

parent compete in their mind with the same thoughts and doubts and worries 

Exhibition title Educator-chosen themes 

Fires of Change change, resiliency, and transformation 

Modern Myths heroes and stories 

ArtWorks diverse abilities, challenges, and resiliency 
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about growing up – we can do something: we can listen. We can ask them to 

share their story and we can make sure we hear it. (Vanderlan, 2015, p. 4) 

In her email to us Teresa shared her enthusiasm for using art to reflect on and 

create a dialogue about these issues with military families: “Reading the first page I 

started to think about how the themes in the article related to the themes of the art 

exhibitions.  I think there are some creative and impactful ways this is all going to 

connect.  I’m so excited!!” (Teresa, personal communication, December 16, 2015). 

 In the next three sections I describe how each co-facilitator – Josh, Chelsea, and I 

– approached planning curriculum around these three exhibits, including gallery teaching 

and art-making in the studio. I also describe key interactions and ideas that emerged in 

dialogue with and among the families during the workshops, based on my participant 

observations and field notes. I then discuss participant artworks and possible emerging 

narratives, based on the titles and labels created by participants, observations of the artists 

at work, and visual analysis of the artworks.   

 

Workshop 1 and 2: Fires of Change 

This multimedia exhibition featured original artworks created by eleven artists 

exploring the impacts of wildfires in the southwest, both on the landscape and on local 

communities. The project was a collaboration between scientists and artists with the goals 

of interpreting fire and climate science for the wider community and drawing attention to 

the issues of increasingly frequent and severe wildfires in this region (Flagstaff Arts 

Council, 2015). The artworks and the exhibit dealt with destruction and tragedy but also 

regeneration, the power of people in communities to care for one another, educated and 
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empowered communities, visions for the future, hope, and silver linings (Cleven, 2014). 

As one of the artists narrated in a video about the project, “[t]he same force that creates 

the destruction is also the force that can save us” (Cleven, 2014, 0:20).  

We identified early on that these themes could be powerful for military families to 

apply in the face of changes in their own lives. We also thought the scientific and 

dramatic subject matter could be appealing for participants who were less familiar with 

art or who had preconceived ideas about art being about only beautiful, abstract, or 

refined subject matter. Josh in particular was drawn to the idea of finding the positive 

aspects of negative or challenging experiences, especially in relation to life connected to 

the military, and volunteered to create the curriculum to go with Fires of Change. 

Describing how he got involved with the project and his desired outcomes for his 

workshops Josh said:  

I was originally recommended to it because of my military service.  I thought it 

would be the best fit for me because I could plan my lesson plan with the 

understanding of what the families have to go through being in the military.  I was 

really hoping for the kids to take away from my tour that change might not look 

good but for them to think from a different perspective and see how it might be 

good. (Josh, personal communication, May 2, 2016) 

Since this was Josh’s first experience with museum education, Chelsea and I 

worked with him in planning meetings, touring the exhibit together, and providing 

feedback about drafts of his lesson plans. Josh attended the exhibit opening to hear some 

of the artists and the lead curator speak about their work and the intentions behind the 

exhibit and he also drew on the artists’ published statements about their Fires of Change 
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artwork as he developed the in-gallery curriculum. Josh’s enthusiasm for the exhibit and 

the themes was clear in our time together and he talked excitedly, generating many 

possible connections and discussion questions, when we visited the gallery on our own 

one day to try to nail down which pieces would be the anchors of his tour. In one draft of 

his lesson plan he identified two essential questions for the overall Fires of Change 

workshop: “How can changes that children go through that they see only as negative be 

turned into a positive? How will they take what they see from the Fires of Change exhibit 

and put it into their own perspective?”  

Josh focused his gallery teaching on three artworks: Broken Equilibrium by Bryan 

David Griffith, Urban Interface by Jennifer Gunlock, and Ashes to Ashes by Julie 

Comnick. Figure 9 shows two versions of Josh’s plan for discussing each of the three 

artworks, all excerpts are quoted directly from drafts he shared with me. In his notes and 

during the workshops themselves, he used open-ended questions to engage the families in 

thinking and talking about his key themes (change and resiliency) and their personal 

experiences and feelings.  

Figure 9. Excerpts from drafts of Josh’s gallery teaching plans 

Broken Equilibrium by Bryan David Griffith 

Start with the Broken Equilibrium artwork by 
Bryan David Griffith.  Ask visitors what they 
think of the piece.  Ask how they feel about the 
contrast between the charred wood and the 
unmarked wood.  Ask them to look close to it.  
Smell each side.  Have them go back away from 
it and ask them what they see of the sculptural 
piece as a whole.  
 
Learner actions: The students should be walking 
around both the charred and unburned wood to 
fully experience the sculptural piece. 

Introduction:  
Look at the way the piece is situated.  How it is 
in a circular area, same as the shape of the log 
that is in the center.  How it’s balanced.  Also 
notice how there are fewer burnt pieces of wood 
than there are whole.  Why is this?  Because 
though fire is bad in the traditional sense, there 
needs to be some burning away to keep the 
overall forest healthy, and more trees will 
benefit from the fire than the ones burned.  Walk 
around the piece.  Walk through it.  Smell it.  
How does it make you feel?  You are now a part 
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of the artwork as you walk through it, as others 
looking at it are seeing you in there as well. 
 
Questions: 
What is going on in this artwork for you?  What 
do you see going on in this artwork that makes 
you say that?  What else can you find?  What 
does Bryan Griffith’s installation say to you 
about the idea of change?  How does this 
artwork make you feel?  Why? 
 
Conclusion:  
Visitors should walk around the artwork and 
experience it in the here and now, not from afar.  
They should try to immerse themselves in the 
artwork to start getting an understanding of how 
change is beneficial.  Students should talk about 
how they see the artwork from different sides. 

Urban Interface by Jennifer Gunlock 

Take the students to Jennifer Gunlock’s Urban 
Interface.  Ask the students what they see within 
the large mixed media piece.  Ask them to look 
at it from far away.  Ask them to get closer to it 
and look at what it’s made of.  Ask the visitors if 
they’ve ever made collages before.  
 
Learner actions: Moving closer and far away.  
Experience how little things can make a larger 
picture, and how a larger idea is made up of 
smaller things. 

Introduction:  
Look at the piece from far away.  What does it 
look like?  How do you think it’s made?  Step 
closer and look at it.  What is it made out of?  
Has anyone done anything like this before?   
 
Questions: 
What is going on in this artwork for you?  What 
do you see going on in this artwork that makes 
you say that?  What else can you find?  What 
does Jennifer Gunlock’s collage say to you 
about the idea of change?  How does this 
artwork make you feel?  Why? 
 
Conclusion:  
Talk to visitors about how little tiny images, like 
what is in the collage, could be similar to 
everything that goes on in their day to day lives.  
Sort of like memories.  Both the good and the 
bad.  Tell them that they should do like the 
collage and step back from what’s going on and 
try to see the overall picture.  What picture do 
they see forming? 
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Ashes to Ashes by Julie Comnick 

End tour at Julie Comnick’s Ashes to Ashes 
piece in the gallery.  Have them look at all the 
charcoal drawings.  Ask them if they know what 
the little pieces of charcoal are underneath each 
paper.  Explain to them that the charcoal is from 
each fire location that the sketches are depicting, 
and used for each one.  Ask the visitors how 
they feel about the process.  Ask them why that 
might be important.  See if any in particular 
stand out with the visitors, and why.  
 
Learner actions: Visitors should be looking at 
these photos closely.  This is the closest project 
that is related to their art project.  They should 
be starting to think about possible changes in 
their own life that might have been bad but has 
changed into good.  The students should pay 
attention to how the charcoal was used in the 
drawings.   

Introduction:  
Walk and look at all the different images.  Look 
at how the artist created the artwork.  Pay 
attention to the strokes and smudges with the 
charcoal.  See the pieces of charcoal underneath 
each one?  That’s the charcoal she used to make 
those.  She also got each piece from the location 
of the fire depicted in each image.  What do you 
think about this?   
 
Questions: 
What is going on in this artwork for you?  What 
do you see going on in this artwork that makes 
you say that?  What else can you find?  What 
does Julie Comnick’s charcoal drawings say to 
you about the idea of change?  How does her 
using charcoal from the fire to makes images of 
it make you feel? 
 
Conclusion: 
 Talk to the visitors about how they see the 
artwork depicted here.  Ask them how they’d 
feel about doing it.  Guide them through 
discussion of the pieces to get them ready for the 
final activity that comes after this piece.  Ask 
them to think about changes that go on with their 
lives and how they could possibly see it as a 
positive when normally looked at as a negative. 

 

Gallery Teaching 

During the workshop, Josh led families among the three pieces: offering them 

time to explore and look at each piece on their own and introducing suggestions for what 

people might look for and think about. After looking together, he would engage the group 

with open-ended questions and offer contextual information about the exhibit, the artists, 

and fire science that he could connect with the themes of change and resiliency in 

participants’ own lives. Of the three of us, Josh most directly asked participants to think 
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and talk about their lives connected to the military, leveraging his familiarity with 

military culture and sharing his own experiences as a service member.  

The group’s engagement with Jennifer Gunlock’s Urban Interface offers a good 

illustration of Josh’s approach and the type of personal reflections and social dynamics 

that emerged within the group. As mentioned in his gallery teaching plans, he directed the 

group to start their observations in the middle of the room, several yards away from 

Gunlock’s artwork. I invite you to walk through the scene with me: 

People gaze at the mural-sized artwork and parents and children confer. Josh asks 

“What do you see?” and people describe the tree trunks without leaves, maybe burnt, a 

mountain and a cloud of smoke, it might be the aftermath of a forest fire. Encouraged to 

move and look closer, families begin to talk excitedly, noticing more details, pointing, 

and discovering that the forest landscape is actually a collage made up of layers of paper 

and photos showing fragments of urban and industrial images. A 9-year-old girl reflects 

that since she took the time to look at it more and see it up close, she understands how it 

was made and feels like she could make something this big too. Josh asks if anyone has 

ever had this happen to them in real life, that something turned out to be different once 

they took more time to look at it or think about it? People are kind of quiet. Josh gets 

more specific, asking if anyone has ever had to move to a new city or school?  Some 

people nod or raise their hands. He asks if anyone has moved to a different country, or 

had one of their parents be out of the country: More nods and raised hands, a few side 

comments between parents and children.  

Josh speaks as an insider to the military community, suggesting that when you’re 

in the military you sometimes have to go somewhere new and you don’t know what it’s 
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going to be like or if you are going to like it. He suggests that, like looking at the collage, 

we can try to look at things from a different perspective and maybe see it in a new way. 

One of the mothers agrees and talks about how having a family member in the military 

can be hard but there are many rewards too. When one parent is gone, it forces everyone 

to grow and find new things about themselves, become more independent, or take on a 

new role or new responsibilities in the family. Many people nod, she puts her arm around 

her daughter and looks toward her while she’s talking. Another mother mentions how she 

has had to move several times and often misses the climate and the forests where she 

once lived, but that everywhere she moves her family gets to be connected to community 

through the military and meet new people. In this moment, the parents shared some of 

their experiences and their observations about their own families as a way of sharing with 

each other but also expressing these things for their children, who were listening closely. 

Observing this workshop, I saw the families become more comfortable in the 

gallery space and more independent in looking at artworks. Josh’s gallery teaching 

guided participants in different ways of looking and talking about artworks:  walking 

through, around, and even smelling the cut logs and charred wood of Brian Griffith’s 

installation Broken Equilibrium, using the method of looking far away and close up at 

Jennifer Gunlock’s Urban Interface, and answering questions about how an artwork 

made them feel or what it reminded them of from their lives. By the time we reached 

Julie Comnick’s Ashes to Ashes, parents and children were looking closely, beginning 

conversations with each other, and investigating how the artworks were made with little 

prompting from Josh. 
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Charcoal Drawing in the Studio 

For the art-making portion of the workshop, Josh wanted to focus on charcoal 

drawing and was initially interested in a project in which participants would make 

drawings of changes they have gone through in their lives using charcoal on actual tree 

bark or bark-like paper to replicate the juxtaposition of the raw tree material and the 

burned charcoal media, as in Bryan Griffith’s installation of burned and unburnt logs. In 

the end, we decided to offer participants a variety of more and less refined papers—large 

newsprint, brown butcher paper cut to various dimensions, and traditional white drawing 

paper—as it was more realistic to acquire and would provide a more satisfying drawing 

experience for families. I also suggested Josh create an intermediate exercise that would 

help participants think about changes in their lives to prepare to tell those stories through 

charcoal drawing. He created worksheets with open-ended sentence prompts dealing with 

changes. As we settled into the art studio and finished preparing the materials to 

demonstrate charcoal drawing techniques, the families talked and wrote down their 

answers together, parents guiding the youngest kids. I reproduce a selection of their 

responses in below. 

A change that I have experienced was when moving from the forest to the desert. 
This change was hard because the weather was vastly different and the 
environment went from a slow pace to a fast pace. 
But in some ways it was good because I went to the university and got my degree. 
 
A change that I have experienced was when my dad was deployed. 
This change was hard because no dad for a year. 
But in some ways it was good because I learned to be OK without him. 
 
A change I liked was when my child was born. 
I liked this change because it built our family. 
A change I did not like was when I left for 2x Iraq deployments with young child. 
I did not like this change because I was away from family and could not care for 
them. 
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I used to not like change (like above), but now I really like it because it 
strengthens the family in the end. 
 
A change I liked was when I got a cat. 
I liked this change because I got a new friend. 
A change I did not like was when we got a new dog. 
I did not like this change because the dog doesn’t like my cat. 
 
A change that I experienced was when I turned 9, Aug. 15, 2015 
This change was hard because I was in Arizona, because I miss England 
But in some it is good because I have gotten older by one year. 
 

Chelsea and I provided a demonstration of the different types of charcoal and 

different ways of making marks and blending using a moldable eraser, tortillon blending 

tool, or just fingers, encouraging people to experiment and make multiple drawings to 

find out what they liked. Parents and children developed many approaches: getting messy 

up to the elbows making large and fast drawings to working carefully and focusing on 

precise details. Prompted to make their own drawings of change, many people made 

drawings of forests and fires or included images of nature inspired by the images and 

ideas in the Fires of Change exhibit. Several people depicted changes from their lives: 

turning 9-years-old, getting glasses, moving to a new country or new climate. Below I 

share a selection of artworks and the title and background information participants wrote 

for their artwork, and a few comments. 

 

 

 

 

 

 

Figure 10. 
10-year-old girl 
Flowers Dancing in the Moonlight,  
 
I made this artwork because it brings 
back memories of when I painted 
something exactly like it with my Best 
Friend, Ava. Something I want people 
to know about me is I love flowers. 
My artwork tells a story about my life. 
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Figure 12. 
Mother 
Ol’ Love 
 
I made this artwork to show my 
family and our love. “Olives” mean 
love in my family. Something I want 
people to know about me is I'm earth-
friendly and love my family. My 
artwork tells a story about the love my 
family has. 
 

Figure 11. 
Father and Active Duty Airforce 
Untitled 
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In all these examples, participants represented things that were important to them: 

memories, emotions, personally significant images, family, and friends. The adults used 

poetic and symbolic imagery. The mother and father in the same family each depicted 

olives, which are an important symbol or icon within their family and their relationship. 

The Air Force Mother titled her piece Frondescence, which is a scientific term for plants 

growing new leaves that connects to change in her life and her interest in nature and plant 

life. In her drawing, the iconic plants she has chosen to represent places she has lived 

form a connected circle suggesting cycles, connections, and renewal. 

 

Workshop 3 and 4: Modern Myths 

 The exhibition at the center of the second two weeks of workshops, Modern 

Myth, highlighted 19th and 20th century artworks from the UAMA collection that present 

Figure 13. 
Mother and Active Duty Air Force 
Frondescence 
 
I made this artwork because I like plants and 
how the natural foliage of places are so 
different. When I travel I always pay 
attention to the natural plants that grow. 
My artwork reflects the difference in trees for 
some of the places that I have lived. Cactus 
for Arizona where I grew up and where I 
currently live. Palm trees for Guam, where I 
was stationed for four years. The pine tree 
represents Colorado and Germany where I 
lived for several years at each. 
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legendary and mythological themes, stories, and icons. According to the museum 

website, the exhibit asks: “What happens when famous legends are retold? How can 

ancient myths relate to our modern lives? What is it that attracts modern audiences to 

ancient mythology?” (UAMA, 2016). I volunteered to focus my curriculum on this 

exhibit hoping to draw connections between mythological heroes and the idea of 

everyday or personal heroes. Though it would not be installed for several months, I 

combed through digital images of the artworks chosen for the exhibit and any 

background information I could find from the museum’s electronic collection database 

and online research. I found fewer representations of heroes than I expected but many 

artworks that played with an idea of storytelling:  what kind of stories could be 

represented and how stories could be expressed in both realistic and abstract ways. I 

developed the following Essential Questions for my combined gallery and studio 

curriculum:  

 What stories do artworks tell?   

 How can I use art to tell a story about myself?   

 What are the most important things about me that I want to share?   

 If I was the hero in a story, what would my powers and attributes be?  

 What do I want to be known for?   

 How can I show that in my art through: color, mark-making, and found 

images and words? 

 
I chose to focus my gallery teaching on artworks that told personal stories about 

the artist or from the artist’s experience, not existing ancient myths, and artworks that 

used a variety of methods and media for representing those stories. I originally planned to 
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highlight DžR: The Fountain of Youth (2007) by Jenny Schmid, Ars Victoria (2011) by 

Audrey Flack, Temporary Like Achilles (1997) by Benito Huerta, and then conclude with 

an activity where families could independently explore artworks of their choice from the 

adjacent Highlights from the Permanent Collection gallery. During the workshops, I 

decided to omit the discussion of the Benito Huerta piece to give more time for other 

gallery activities. In addition to the guided looking and discussions about the artworks, I 

included a drawing and writing activity after Ars Victoria, using a half-page worksheet 

pictured in Figure 15 and described in more detail in the next section. In Figure 14, I 

reproduce excerpts from my gallery teaching notes and lesson plan. 

 
Figure 14. Excerpts from my gallery teaching plan and selected artworks 

Introduction to gallery teaching in museum lobby What is myth?  A myth is a story. Has anyone ever 
heard any myths or tall tales or fables? What about 
Harry Potter or Percy Jackson?   They can teach us 
things, they can share values, you can use a story to 
remember or share things that were important…but 
when you hear a story, you might have to use your 
imagination to figure out what it means or how it 
applies to your life. 
 
Art is one way you can tell a story about something 
you choose, something you think is important, and 
especially tell a story about yourself. We are going to 
go upstairs, see some artworks which are very 
different from each other, and use our imaginations 
to figure out what we think the story is. 

DžR: The Fountain of Youth, Jenny Schmid, 2007 
Lithograph and archival inkjet 
 
 

What do you notice in this piece?  
What do you think is going on?  
What do you see that makes you say that?   
What else can we find?  
Can you find any hidden details? 
Do you think we could come up with a story about 
what is happening? 
Does anyone want to give it a try?   
Take a minute and talk with someone near you or 
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your family to tell a mini-story about something you 
see in the painting. 
Explain:  This artist, Jenny, wanted to show an 
imaginary place where she would like to live. She 
even called it the “Republic of Jennifer” so it’s like 
her own country or kingdom. 
If you could create your own ideal place, what would 
it be like?  Who would be there? What would it 
have? Optional: Take a second and talk to someone 
next to you about what it would be like? 
Share examples… 

Ars Victoria, Audrey Flack, 2011 
Bronze, patina  
 

Take a couple minutes and walk all around, see what 
you can see or what you notice. 
What can you tell about this woman? Who do you 
think she is? What do you see that makes you think 
that?  
Talk about symbols, what are they? Something that 
represents something else, artists often use them… 
Have you ever noticed that characters in myths or 
stories have traits or maybe they carry something 
with them, or they have a sidekick or an animal that 
tells you something about them?  Can anyone think 
of an example they’ve seen maybe in a book or a 
movie? 
Do you have anything at home, or even with you 
today, that represents something about you? 
What if you were a hero in a story, or a mythological 
god or goddess...what would your symbols be? What 
would you have with you? 
Transition into drawing/writing activity  

Temporary Like Achilles, Benito Huerta, 1997 
Lithograph 

What is different about this artwork than the other 
two we looked at? Possible responses: we don’t 
really know what we’re looking at, it’s not a drawing 
or a sculpture…    
Do you think there is a story in this artwork?  
Explain: Abstract art is art that uses colors and 
shapes instead of figures or objects that we can 
recognize. Some parts of this print are abstract, other 
parts we might still recognize but then they all come 
together in a fantastic design. The great thing is, we 
get to decide what an artwork means to us. 
I have a challenge: let’s see how many DIFFERENT 
things we can see.  It can be a color, a shape, or 
anything at all that YOU see... 
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(Encourage many people to name things…) 
Now, what do you THINK OF when you see one of 
those things?  
Can anyone name something they see and what it 
makes them think of? 
Offer an example, “When I see ______, it makes me 
think______ 
Discuss their examples, why they think that, etc. 

Various artworks chosen by participants Ok, I want us to see one more room in the museum 
but this time I want you all to pick the artworks we 
look at. With your family or own your own, I want 
you to spend a few minutes finding an artwork that is 
meaningful to you, and talk about why. Pick one 
artwork, and try to figure out: what story can you 
find? Afterward maybe some of us can share what we 
found..  (Allow time for looking and talking) 
Alright, do we have a brave volunteer who wants to 
tell us about the artwork they found?  
As time allows, have several people share… 
 
Alright, I think we are now pretty much experts on 
finding and imagining stories in artworks, so it’s time 
for us to go make our own art!   

 

As seen in my gallery teaching notes, I focused on practices of identifying, 

imagining, and telling stories. I had a variety of goals during my gallery teaching: to 

demystify the practice of looking and talking about artworks, to encourage participants to 

think about artmaking as a form of storytelling they could engage in themselves, and to 

encourage different learning styles and comfort levels. To accomplish this when looking 

at art in the museum, I emphasized different tools and techniques artists and people who 

look at art use to tell and interpret stories:  symbols, colors, media/materials, mark-

making. I also included various modes for people to engage and express ideas: talking 

with a family member, sharing in front of the whole group, drawing, and writing. I 

planned the gallery time in a way that progressed from guided interactions with artwork 
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to activities in which families took on more autonomy in expressing personal stories and 

choosing artworks.  

Gallery Teaching 

Most of the families who attended the Modern Myths workshops had already 

attended one of the Fires of Change workshops and as a result they seemed more 

comfortable in the museum than on their first visits. As I led them upstairs into new 

galleries that they had not seen before, families were eagerly looking and talking about 

the artworks we passed so, choosing not to rush the group, I gave them a moment to take 

in the overall gallery before getting everyone’s attention and gently redirecting them to 

first artwork. Throughout the time in the gallery, the family members engaged with the 

artworks, with each other, and with me in individualized ways.  

When prompted to look for stories or details on their own and talk about what 

they found with someone near them or with their family, some people started talking 

immediately, some looked silently and carefully, a few kids or parents talked with people 

from other families but many chatted with their family members. Many parents repeated 

my questions or came up with new ones, pointed at things, and encouraged their children. 

When asked to share what they found with the group, both parents and children offered 

their ideas. In a couple cases, a parent and an older child hung back slightly having their 

own conversations about the artworks but letting the more animated younger kids, 

sometimes their own siblings, be the ones to share their reactions. Both Jenny Schmid’s 

DžR: The Fountain of Youth and Audrey Flack’s Ars Victoria include many whimsical 

and idiosyncratic yet realistically rendered details which families were able to mine for 

meaning and people often noticed new things as we began to talk as a large group. In the 



78 
 

Schmid piece, a winged eyeball suggested surveillance to one father and one mother and 

her teenage daughters came up with a story about shadowy, animal-like creatures no one 

else had noticed hiding in some bushes. On the three-dimensional Ars Victoria, 

paintbrushes, palette, and writing quills surrounding the central figure represented 

creativity and the arts to some while one child insisted the tubes of paint might really be 

toothpaste, and another child shared her knowledge about the Egyptian ankh symbol held 

by the female figure. 

Talking about Ars Victoria both weeks, people were quick to wonder if the female 

figure was a goddess or an artist. When I asked, “What makes you think that?” children 

and parents pointed out the artists’ tools and special objects around her, the graceful yet 

powerful posture, and flowing robe. To transition into the “hero” drawing and writing 

activity, I encouraged people to think about how we can represent things about ourselves 

through images and symbols (Figure 15). We passed out colored pencils and the 

worksheets and families quickly got to work, spreading around the gallery on the floor 

and on benches to draw in response to the printed prompts: “If you were the main 

character or hero in a story… What would you carry and what would it symbolize? What 

would you wear?” I was happily surprised at how absorbed people became in this 

activity:  parents and children talking, comparing, and making jokes amongst themselves 

but mostly working with great focus. Even after giving more time than planned, I ended 

up having to make repeated requests for people to put down the pencils and gather 

together in a circle so we would have time to share our creations.  
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One boy explained he had made himself a yellow and red outfit like The Flash, a 

classic comic character that had recently been turned into a popular TV series. A mother 

and a hair stylist confidently explained that her personal special power was color 

correction because she could fix any hair disaster and help her clients look even better 

than they imagined. Another woman explained that her drawing included lots and lots of 

pockets, and that as a mother and active duty Air Force member her special power was 

multitasking. An 11-year-old girl, who attended all three workshops with her father but 

usually listened much more than she shared, carefully explained the magical hooded robe 

Figure 15. “Hero” worksheet gallery 
activity 
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and the dark colors she had added to her drawing, which represented connections to 

nature and animals. I thanked everyone for sharing and commented that it seemed like 

they were all experts now in finding and telling stories through art. 

Monoprinting in the Studio 

 For the artmaking portion of the workshop, I had knowingly planned a complex 

project with multiple stages using different media because I hoped to offer people many 

different options for how they would express a story about themselves. Each stage in 

itself would be easy for participants to tackle:  1) creating monoprints with acrylic paints, 

2) adding collage and drawing or written elements on top of their monoprint, and 3) 

optionally including a photo of themselves that Josh or I would take and print in black 

and white during the workshop. I began by asking the group to think about all the 

different artworks we saw today that all told stories: Jenny Schmid’s drawing and photo 

collage, Audrey Flack’s symbolic sculpture, and even abstract paintings. I explained we 

would be telling our own stories through art today using a mix of different media and 

techniques that everyone could experiment with. I shared two examples, explaining (as I 

wrote in my facilitation notes): “For one piece I was inspired by Jenny’s artwork, about 

creating her own ideal world. For the other, I remembered Ars Victoria and created a 

story about myself and my own superpowers and things which symbolize me.” 

 For the monoprinting, we provided squirt bottles of paint and various tools for 

mixing and creating designs on rectangles of sturdy acrylic plastic. Once happy with their 

design on the plastic, the participants pressed a piece of paper onto the plate with their 

hands to create one-of-a-kind prints. As I had hoped, this messy and hands-on technique 

got kids and parents interested right away and allowed them to experiment with multiple 
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prints without worrying too much about perfect execution. At shared tables, family 

members worked together and with other families, observing different techniques and 

swapping tips and compliments. One mom called out: “Ok, family! Time for a picture!” 

as she got everyone together with paint-covered hands and messy smocks. 

 After some clean up, I introduced our variety of collage and drawing materials – 

National Geographic magazines from the 1980s, colored and patterned papers, oil pastels, 

colored pencils, Sharpie markers, and alphabet stamps – and encouraged people to start 

gathering images and thinking about the story they wanted to tell while their monoprint 

dried. I also explained that if anyone wanted to include a photo of themselves in their 

artwork, we could take the pictures in the next few minutes. During the first week, only 

about four children wanted their photo taken and only one of them ended up using it in 

his final artwork, though they had a lot of fun coming up with poses together in the 

hallway, flying like superman or contorting like a stealthy ninja. During the second 

workshop, many adults and children wanted their photo taken: a mom sitting cross-

legged and looking up pensively as if meditating, a dad sticking his tongue out, a girl 

doing the splits, and a girl showing off her t-shirt featuring country musician George 

Strait. One family made a video call to their older brother who wasn’t at the workshop 

and then posed for a family photo holding up the smartphone with his face. 

 People took a variety of approaches to the collages. Some became intent on 

making visually interesting artworks, playing with odd juxtapositions of images, text, and 

textures. Others used personally meaningful imagery like flags from places they had lived 

or their favorite superheroes or animals. Several children made fanciful pieces featuring 
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photos of themselves fighting monsters or trapped in a giant bubble. Below are some of 

the participant artworks alongside the titles and labels the participants created. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 Figure 18. 
12-year-old girl 
Insellation Constellation 

Figure 16. 
Mother and military spouse 
My Journey 

Figure 17. 
8-year-old boy 
Defender 
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Figure 21. 
13-year-old girl 
Party 
 
I made this artwork because I love 
bright colors and gymnastics. 
Something I want people to know 
about this artwork is fun!! Fun! And 
more fun! Something I want people to 
know about me is I'm a fun person to 
be around and very creative. My 
artwork tells a story about ...use your 
imagination! What do you think of 
when you see me having fun? 

Figure 19. 
10-year-old girl  
Rainbow Rubber Ball 
 
This would be what I look like in a 
rubber ball. I made this artwork 
because it was fun. Something I want 
people to know about this artwork is 
it's easy to make, just have fun 
squirting paint. Something I want 
people to know about me is I'm 10 
years old and I like Minecraft.  

Figure 20. 
Mother and military spouse 
Love 
 
People sometimes look too hard to 
find their interpretation of love that 
they miss what's right in front! 
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Workshop 5 and 6: ArtWorks 

Chelsea planned and led the final two weeks of the workshop series and decided 

to focus her gallery teaching on ArtWorks: Through Our Eyes, an exhibit resulting from a 

collaboration with ArtWorks, an arts-based day program for adults with developmental 

disabilities. In our conversations, Chelsea expressed she was interested in exploring the 

results of one community-based museum collaboration with participants from another 

community to see what connections or insights might emerge. She also suspected that the 

theme of resiliency could be one point of connection between the communities, working 

with military families to consider the challenges and resiliency of ArtWorks artists. 

Teresa also suggested that some military families would be familiar with experiences and 

issues related to disabilities resulting from genetics and trauma alike. Since Chelsea is an 

experienced and busy museum professional, we did not collaboratively review her lesson 

plans as thoroughly as Josh or mine, but I did talk with her about her plans before the 

workshops and when she decided to make significant changes between the first workshop 

and the second.  

Gallery Teaching 

For her first session, Chelsea used a gallery teaching tool called Token Responses. 

Families were given three colorful shapes to place next to the artworks of their choice: a 

hand symbolizing craftsmanship, a green dollar sign representing “most expensive or 

valuable,” and a red heart symbolizing “the best.” Chelsea encouraged families to 

explore, talk, and come to a consensus about where to put their tokens, first in a gallery 

featuring Highlights from the Permanent Collection and later in the ArtWorks exhibition. 

Starting in the Highlights gallery, families explored thoughtfully, talking and gesturing at 



85 
 

artworks with parents often leading the charge, asking questions, and keeping younger 

kids focused on looking and negotiating their choices. When we gathered together to 

discuss their choices, people expressed many different understandings and prior 

knowledge behind their opinions:  familiarity with artists like Georgia O’Keefe and 

Picasso and their styles, comparing materials like metal and paint and their relative value, 

associating colors and visual elements with different feelings, and appreciation for certain 

imagery like flowers and animals. One girl picked a large Morris Lewis abstract painting 

as her favorite because of how much color he added to the canvas and how he had taken 

the time to fill up the canvas and add so much to it. One mom really liked a painting of 

dunes of dust spilling over train tracks because it had so many details; she liked the 

colors, and found the combination of the many elements calming yet chaotic. Many 

parents deferred to their kids’ preferences and let them explain their thoughts and 

reasoning.  

Repeating the activity in the ArtWorks exhibit, families were faced with a wider 

variety of media and techniques, with many pieces combining media and featuring 2D 

and 3D elements, including ceramics, collage and assemblage, printmaking, fiber art, 

paintings, and drawing. Using the Token Responses again, many people’s preferences for 

artworks or perception of craftsmanship were related to the artists’ creative manipulation 

of the materials and, again, the juxtaposition of colors and textures to evoke certain 

feelings. At least two families chose a blue mixed media piece as the best; it featured a 

dyed canvas painted with abstract layers of blue tones. People responded to the colors 

being calming, oceanic, and reminding them of things they liked. Several people chose a 

small ceramic sculpture depicting Jesus and a serpent as a favorite overall and for best 
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craftsmanship. Several children had specific reasons for recognizing its craftsmanship:  

one girl had done ceramics and knew how many steps were involved, one girl liked that 

the artist had made the serpent’s tiny eyes bright red, and one girl had read the label and 

found out the artist was blind; people nodded in agreement when she talked about how it 

was probably more difficult to create something so detailed and realistic without sight.  

Chelsea used this moment to transition into a discussion of challenging yourself to 

try new things when you’re making art. She asked if people knew the word resiliency and 

had a definition. People said being strong even when things are tough, being courageous. 

Josh joked with one mother who currently serves in the Air Force about the monthly 

resiliency trainings people receive in the armed forces and that they are experts in 

resiliency. Chelsea discussed who the artists were behind this exhibit and gave an 

example of an artist who had decided to take personal imagery which he often drew, a 

flying house, and challenge himself to express his story in a media he was not familiar 

with, a 3D sewn fiber sculpture. 

After the workshop, she reflected that the Token Response activity did not bring 

out the idea of resiliency as she had hoped and depended too much on her talking or 

leading a discussion while participants mostly looked and listened. For her second week 

of workshops, she completely changed the curriculum to include a series of interactive 

challenges in the gallery:  a collaborative drawing activity, Token Responses in the 

ArtWorks exhibit, and a collaborative building activity.  

During the first new activity, families had to select one person to draw while 

another person (or multiple people) described an artwork that the first person could not 

see or had their back to. After doing this one time, families rotated roles. Families 
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laughed and joked but also showed great focus both on their specific roles (drawing or 

describing) and on communicating with each other. Afterwards, families took turns 

sharing their drawings and Chelsea engaged everyone in a discussion asking questions 

like “What was it like to experience the different roles? What was it like to draw without 

seeing? What was it like to describe and give instructions? Was this hard or easy for you? 

How well did your team work together? What was most challenging and how did you 

deal with that?”  

People talked about being a little unsure but trying to do their best, thinking they 

had no idea what they were doing but trusting their partner, or trying hard to think about 

how they were describing things in a way that would make sense to their partner. One 

father with two young sons mentioned that it was fun to take directions from his son and 

he was surprised how hard it was when he had to describe the artwork. He said he was 

impressed how his son just jumped right in and knew just how he wanted to describe 

things, while he himself had felt unsure. Chelsea individualized every discussion, asking 

people for their personal experiences and opinions and focusing on the choices people 

made and skills people used together, recognizing their accomplishments. 

For the second new activity, Chelsea returned to the example of the ArtWorks 

artist who challenged himself to visualize and create something in a whole new media. 

She explained families were now going to do just that by creating a 3D artwork in the 

gallery with just tape, scissors, a few sheets of colored paper, and only five minutes. 

Spreading out around the floor, the families got to work talking and building. One family 

worked together to create a house with doors and windows and detailed story about all of 

its special features and powers, another group laughed as they explained how each person 
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had created a piece of their wobbling, abstract tower. One father commented that they 

had just come up with clear idea of what they wanted to make and did their best to figure 

out how to make it; another group had improvised, each adding new elements and 

playing off of each other’s contributions. Throughout the challenge, everyone was 

engaged though each family worked in a different way: one person taking the lead and 

giving directions, all goofing around, or focusing quietly on one part before figuring out 

how to bring the creation together. A father who had returned from deployment just in 

time for this last workshop worked step-by-step with his two sons as they discussed and 

created a building-like structure. At one point, each of them gently supported the walls of 

their structure with their hands as the father carefully added tape to the edges, all smiling 

and laughing when it finally stayed standing. 

Chelsea concluded the gallery time both weeks with a simple experiment in literal 

and figurative resiliency. Each participant chose a small piece of multicolored wire and 

Chelsea told everyone they had one minute to create anything they wanted, just using the 

wire. There were some groans, a little bit of frustration, and some people working quickly 

and focused. When Chelsea called time and asked them how it went, people said they 

realized they had to work faster, simplify or modify their ideas, be satisfied with 

something less complex. An active duty dad said he just thought to himself: make 

something easy. Next, Chelsea announced: “Ok, now everybody straighten out your 

wire!” Again, there were a few groans plus a few nods of recognition. Chelsea surveyed 

the group for their reactions and asked what it felt like to take apart what they just made. 

One parent said she was surprised but then realized it wasn’t a big deal, a boy who had 

chosen not to make anything with his wire in the first place exclaimed “Ok, NOW I can 
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make something!” Chelsea mentioned that the wire was resilient: like us, it could bounce 

back after going through something. She asked if everyone’s wire was perfectly straight 

now and people peered at the wires. She explained that the wire might have some new 

bends in it, just like we might change or be different after we try new things or go 

through challenges, but sometimes that is a good thing. 

Each week Chelsea concluded the gallery teaching and transitioned into the art 

studio asking people to focus on what they can accomplish and the resources and skills 

they have—they can try new things, they can mess up, they can be brave, and they can 

get support from their family. She encouraged them to take this attitude into the art studio 

to try an art project that might seem intimidating but that everyone can do in their own 

way. 

Oil Pastel Self-Portraits in the Studio 

In the studio, Chelsea created an activity to help everyone transition from talking 

about resiliency in the galleries to imagining our own abilities and resources in 

preparation for an unfamiliar or possibly challenging art project. She asked everyone to 

imagine a time when they had thought, “I can’t do that” or “I’m not good at that”. She 

explained that there are always going to be things in life that are hard, but part of being 

resilient is working through challenges and remembering all the things we have going for 

us. She passed out slips of paper that said “I have… I am… I can…” and asked people to 

fill them out and think about what they can do, instead of what they can’t. People kept 

these with them during the studio session, and anyone who wanted to, left them with 

Chelsea at the end of the session for possible use in the final exhibit. (See Figure 29 for 

excerpts from the responses). 
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Chelsea led everyone in what she called a warm-up activity creating a 

collaborative drawing where people took turns adding new elements according to broad 

directions from Chelsea (like “Add a body part” “Add an animal” “Add something in the 

background”), ending up with funny images like a cow with one big human foot flying 

through the air. Next, she explained we would be tackling drawing a portrait of ourselves 

but that we were going to work step by step as a group and practice before making a final 

drawing. Starting with newsprint and oil pastels, family members followed along as 

Chelsea worked on an easel showing step by step how to proportion and add facial 

features and structure in a traditional portrait drawing. She demonstrated that you could 

use unconventional colors or add words, images, and more details to say something about 

yourself. She explained everyone could now work on a final portrait of themselves 

making it as creative as they wanted, using the techniques she had shown or doing 

something different.  

Most people created portraits of themselves adding imaginative and experimental 

details, mixing oil pastel, colored pencil, and graphite pencil to get different effects, and a 

few created portraits of other members of their family. Each week 1-2 younger kids grew 

frustrated with the project but family members and our team worked with them in 

different ways:  encouraging them to not feel restricted and draw whatever they wanted, 

nudging them to try adding particular features to their drawing of themselves or offering 

advice. After adding layers of cartoonish and monstrous features to his portrait, one son 

was emphatic that he did not want to do any more drawing so his mom wrote out some 

math problems that he quietly worked on. While some of the final portraits were 



91 
 

humorous and surreal, others offered a symbolic or personal message that participants 

expanded on in their titles and labels for the final exhibit (see examples below). 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 22. 
17-year-old girl 
Self Portrait of Chikkiz 
 
I made this artwork because I'm about to 
graduate and have frustrations. Becoming 
an adult, going to college, working, 
driver's licence, etc. I paint my face and 
cover the expressions within fighting to 
show. I want to look beautiful and "OK". 
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Figure 24. 
9-year-old boy 
The American Camouflage 
 

Figure 23. 
Mother and Active Duty 
Airforce 
Untitled 
 

Figure 25. 
12-year-old girl 
Brothers 
[Portrait of her younger brother 
whose self-portrait is on the right] 
 

Figure 26. 
11-year-old boy 
The Inside 
This piece of artwork shows that what 
is on the outside doesn't summarize 
what ability a person or thing can do, 
which is why only the eyes are in 
color. 
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Exhibition: Development and Opening Event 

 The final exhibition of participant artworks was part of the plan for the Art in 

Service program from early on. While Teresa was originally most committed to the 

gallery teaching plus artmaking structure of the workshops, Chelsea and I suggested the 

culminating exhibition, which was a common practice at UAMA at the end of a 

community-based program. The museum had recently dedicated one gallery exclusively 

to community art and had exhibitions scheduled featuring artworks created within four 

different upcoming community-based art education programs with different groups. Art 

in Service was a logical fit and made sure to communicate this aspect of the program 

during registration and the workshops themselves. To ensure that we would have many 

artworks in the exhibit, we had participants leave their artwork with us after each 

workshop and then had everyone choose their final piece and create a title and label 

during the last session they attended, taking the rest of the artwork home at that point. 

When choosing their artworks for the exhibition, we provided participants a worksheet I 

had created to create a title for the artwork, record biographical info, and create 

personalized text for the label. I included the following prompts to encourage them to 

provide information about themselves, and the intent and significance of the artwork: 

What would you like people to know about you or your artwork when they 
see it? 
You can use the following prompts or write a few sentences of your own. 
I made this artwork because…. 
Something I want people to know about this artwork is.... 
Something I want people to know about me is… 
My artwork tells a story about.... 

 

 Following the end of the workshops in April, Chelsea and I worked to organize 

the artworks and design the exhibition including labels, informational wall texts, 
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interactive components for visitors, and the overall arrangement of the artworks. I came 

up with the idea of using the family units as an organizing principle for our overall 

arrangement to reflect the centrality of family interaction and learning during the 

programs. We also wanted the flexibility to show connections between artworks based on 

media, visual elements, subject matter, and social interactions between the artists during 

the workshops. We experimented with arranging the artworks in irregular groups where 

artworks from the same family were kept near each other but mixed alongside other 

families’ pieces, which we started to call “Tetris-style” referring to the way groupings of 

family-connected artworks were stacked and fit together on the wall. I suggested we use 

colorful lines on the walls too draw visual connections between the family groupings 

which added to our emerging narrative of interconnections among families within the 

context of a larger community. Figures 27, below, shows an installation view of the 

exhibit. 

 

 

 

 

 

 

 

 

 

 

Figure 27. Exhibition view of military family artworks. 
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To provide context about the Art in Service program and military and veteran-connected 

families as a community, we created an introductory text for the wall that is reproduced 

in Figure 28. To include the voices of the military and veteran-connected family members 

Figure 29. Participants’ responses 
combined as poem and displayed on 
the gallery wall. 
 
 
I have, I am, I can  
 
I have leadership skills 
I am persistent 
I can multi-task 
I have a talent 
I am a singer 
I can perform 
I have a dog 
I am cool! 
I can draw 
I have a wonderful family 
I am a happy, funny guy 
I can accomplish almost anything 
I have wonderful children 
I am awesome! 
I can make things 
I am seven 
I can eat 
I have a headache 
I am emotional 
I have a toy 
I am a male 
I can move 
I have three beautiful kids 
I am caring 
I can do anything I put my mind to 
I have a talent 
I am creative 
I can be anything 

Figure 28. Introductory text displayed on 
exhibition wall. 

Military and veteran-connected families 
share common experiences yet also have 
diverse stories and identities: they are 
moms, dads, partners, sons, daughters, 
brothers, sisters, athletes, superhero fans, 
mountain climbers, artists, deep-thinkers, 
joke-tellers, and much more. 

According to the Department of Defense, 
in 2016 there will be approximately 
1,301,300 active duty men and women 
serving in all branches of the United 
States armed forces and 811,000 reserve 
members. If you add to that the number of 
veterans of recent overseas conflicts and 
the children, partners, and families of 
these service members and veterans, you 
can begin to imagine the huge community 
of people in the U.S. who face the 
challenges, sacrifices, and triumphs of life 
connected to the military.  

We then look to our local communities to 
create opportunities for support and 
resilience development for military and 
veteran-connected families.  How can art 
help us be resilient in the face of change, 
or learn about ourselves and others? This 
exhibit celebrates a group of local military 
and veteran-connected families who 
came together at the University of Arizona 
Museum of Art to explore, ask questions, 
learn new skills, and create art together.   
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more directly, Chelsea combined the written responses from the “I have… I am… I 

can…” workshop activity to create one larger, evocative text (Figure 29). We also created 

an interactive portion of the exhibit where visitors could use worksheets to try out some 

of the activities from the workshop series—the “Create a Hero” activity from my sessions 

and the partner drawing challenge from Chelsea’s session—as well as post their 

responses to four prompts related to the themes of the Art in Service program:   

 What can art do for people?/What does art do for you? 

 How do you deal with challenges in your life? 

 My family helps me… 

 Something I am proud of is… 

Figure 30 shows an installation view of the interactive area where visitors could post their 

responses on the pieces of colored paper. As we planned these elements, Chelsea and I 

hoped that museum visitors could participate in some of the same types of reflections and 

interactions the military families had taken part in during the workshops:  cooperating, 

having fun, and reflecting on and expressing personal and affective understandings of 

themselves and the world.  

 

 

 

 

 

 

 

Figure 30. Visitor responses in the Art in Service 
exhibit 
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Exhibition Opening Event 

 Chelsea, Teresa, and I planned the opening event of the exhibit as celebration of 

participants’ artwork and ideas. About a quarter of the families attended the opening 

event with two other families indicating they would be visiting the following week, 

though I did not track overall attendance by families over the three months of the exhibit. 

Everyone brought several members of their extended family. The event was also open to 

the public and attended by other UAMA staff, art education students, several staff 

members from another Tucson art museum, and the director of the University of Arizona 

Veterans Education and Transition Service (VETS Center). We also received support for 

the event—monetary and food donations and volunteer help at the event—from the local 

Veterans of Foreign Wars (VFW) Auxiliary and the American Legion Auxiliary, two 

groups made up of military family members that seek to support veterans and their 

families.  

 Though there was no formal program for the event, it was a happy and festive 

occasion with parents, children, extended family, and other community members engaged 

in a variety of activities. The military family participants spent time taking in their own 

exhibit, proudly showing and talking about their artworks with extended family, taking 

photos, and using the interactive activities in the exhibit. Most of the families also spent a 

considerable amount of time in many of the other galleries, seeing new and familiar 

exhibits. It was extremely exciting to watch children and parents take the lead showing 

their extended families—grandparents, cousins, other siblings, aunts, uncles, babies—

around the museum and taking their time to look and talk about artworks together.  
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 In several cases, different parents were present at the opening event than had 

participated in the workshop series. Two fathers who had been deployed or away for 

training during the workshop series were able to join their families for this event, with 

kids talking excitedly about their artwork and what they had done in the workshops. One 

of these families in particular invited close to twenty different family members and 

friends to join them who arrived in several waves, laughing and catching up in what was 

clearly a special occasion for the family. Each time a new family member would arrive, 

the teenage children would show off their artworks and explain their inspiration.  

Two other parents (a mother and a father from separate families) who attended the 

workshop series were now out of state for training or other military-related reasons, 

which illustrated the shifting nature of the military family. In one family with a missing 

parent, both the mother and father were active duty service members and it was 

interesting to see the family spend time with their father at the exhibit after getting to 

know them with their mother during the workshops. At one point an elder VFW 

volunteer asked the 12-year-old daughter from this family to tell her about her artwork. 

The two of them stood together as the girl pointed and talked with quiet confidence while 

the older woman nodded and smiled. The girl’s father and her older cousin (who had not 

been at the workshops) watched from across the room and explained that she was known 

for being quiet so they were impressed and a little amazed to see her talking for so long 

or so comfortably with a stranger. 
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Summary 

 In the previous sections I described the moments and narratives that emerged 

during the Art in Service, from beginning to end. By describing a variety of data—

observations as recorded in my field notes, personal communications, lesson plans and 

curricular materials, educator interviews, military family artworks and written 

responses—I created a holistic view of the art museum programming as a whole. Looking 

at these data that document both educator intentions and choices alongside participants’ 

expressions and responses, affective learning becomes apparent. In the concluding 

chapter that follows, I will analyze the data in relation to my research questions and 

purpose and discuss these findings as they relate to the literature, art museum educational 

and community practices, and my own understandings as an educator. 
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CHAPTER FIVE: FINDINGS, DISCUSSION, AND CONCLUSION 

As I traced and analyzed the narrative of the Art in Service program in this study, 

my primary research question asked:  in what ways does planned and unplanned affective 

learning take place during a community outreach art museum education program with a 

targeted audience, in this case military and veteran-connected families? In order to 

answer this question, I used my three sub-questions to direct my analysis of the Art in 

Service program toward specific aspects of the program where I thought affective 

learning was likely to manifest: educator goals, participant expressions, and personal 

interactions. In each case, I focused specifically on phenomena related to affective 

learning (as opposed to analyzing affective learning versus cognitive learning, for 

example) since my goal is understand this type of learning in particular. I now summarize 

and draw connections between the data from the previous chapter by addressing the three 

sub-questions.  

 

Educator Goals 

1) What outcomes related to affective learning do educators hope to achieve and 

plan for through the art museum programming for military and veteran-connected 

families?  

 

Examining the outcomes Teresa, Chelsea, Josh, and I hoped to achieve during the 

Art in Service workshop series helps me understand the ways affective learning was 

imagined and specifically planned for by our team. Using narrative ethnography methods, 

I analyzed our written communications, lesson plans with stated essential questions and 
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learning outcomes, personal conversations, and interviews with educators. I identified 

several overarching themes among our desired outcomes including collaboration, 

resiliency, personal expression, forming/strengthening connections, creating a safe space, 

and valuing art and museums.  

Some of these outcomes surfaced as Teresa, Chelsea, and I worked together 

initially to conceive and develop the program. From the initial planning conversations, it 

was clear Teresa and Chelsea as representatives of their two organizations—Operation: 

Military Kids and the University of Arizona Museum of Art—wanted to collaborate as 

partners to create original programming, as opposed to Teresa requesting and Chelsea 

providing a more standardized or finite museum education experience. The foundation of 

the collaborative program became a shared vision to create opportunities for families to 

develop resiliency in response to the unique challenges of life connected to the military 

and thereby form a meaningful and mutually beneficial connection between participants 

and the UAMA. Our approach to developing resiliency for military and veteran-

connected families was most influenced by Teresa’s approaches she had developed over 

ten years launching and directing Operation: Military Kids in the state of Arizona. As 

discussed in the previous chapter, Teresa’s approach included creating program where 

participants could get away from usual routines, focus on being a family together, have 

dialogue and express themselves, and take new skills home with them.  

Josh, Chelsea, and I each approached resiliency in our own ways as educators. 

Josh’s understanding of resiliency was influenced by his experience as a military service 

member where resiliency is an important topic of discussion and training. His approach to 

developing resiliency focused on helping kids cope and see the positive aspects of change 
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as a force in their lives. For my curriculum, I focused specifically on the notion of 

expressing and sharing our stories and our ideas. I believe personal expression relates to 

resiliency as it allows people to reflect on and reintegrate their experiences, beliefs, and 

values into a developing sense of self, as well as build connections with others through 

the process of sharing and communicating. Chelsea focused on resiliency by bringing up 

the idea of facing challenges, trying things that seem hard, and growing our idea of what 

we are capable of. She offered several activities as challenges or offered limited materials 

and asked participants to reflect on the ways in which they used the resources they had, 

including their family members, as a form of resiliency. She also purposefully chose a 

potentially intimidating art-making activity—oil pastel self-portraits—and asked 

participants to use their skills, support each other, and do their best in the face of a 

challenge. 

The idea of forming a safe space came up in several different ways through the 

full lifecycle of the program. For Teresa and Chelsea, limiting the audience of the 

workshops and designing them specifically for military and veteran-connected families 

was a clear choice from the beginning.  We believed this would allow families to feel 

more comfortable and able to speak from a place of shared experience. In our interview 

after the workshop series Chelsea explained:  

Creating a program designed for a specific community, [in this case] military 

service members and their families, was exciting because it gave us (the museum) 

the chance to create a meaningful time and space for this group to come and tour, 

talk about art/issues/experiences in a space where it was safe—if their 

perspectives were connected to their identities as military members/families, the 
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others in the group all understood where they were coming from. (Chelsea, 

personal communication, May 2, 2016) 

It also allowed us to customize the activities to what we perceived as the needs 

and interests of military families, based on Teresa and Josh’s experience and expertise in 

this community, and talk about military-related experiences, as Josh did. In the survey for 

families after the workshop series, one adult family member reflected on why this type of 

program was beneficial for military families: “It was something that was solely ours. 

Each and every person who participated in the program shares a similar background to 

one another. It was something to bond over, something special our kids were able to 

share.”8 

We also imagined a safe space in terms of designing the curricula to be accessible 

for all participants. We assumed we would have participants with all levels of experience 

and comfort being in museums and making art therefore we planned activities that were 

fun, novel, experiential, and designed to familiarize participants with new skills and 

concepts before giving them independence to use them in more complex ways. Josh 

introduced new ways of looking in the gallery, and Chelsea and I included hands-on 

activities in the galleries—drawing, creating sculptures with wire, paper, and tape—that 

could help participants transition to more complex art techniques in the studio. 

Though the outcomes I have talked about so far focused on the personal and 

interpersonal learning within the program, these outcomes were deeply tied to art objects, 

artmaking processes, and arts-based learning. In terms of affective learning, we hoped 

that participants would specifically grow to value and understand art, artmaking, and art 

museums in new or deeper ways. Josh emphasized emotional responses and personal 
                                                           
8 Survey responses in Appendix F 
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interpretations of artworks. I posed my gallery activities as a series of experiments to try 

to uncover stories or meanings in artwork and reinforced the idea that, with each activity, 

participants were practicing a new storytelling tool they could use in their own art-

making. I hoped families would value art as a way to talk about and express important 

issues. Overall, we also hoped families would value the museum as a community 

institution that offered some benefit to their family. In our post-workshop interview, 

Teresa reflected on the way participants grew in their self-understanding from “I am not 

an artist” to “I have a piece in an exhibit” (Teresa, personal communication, April 28, 

2016). She specifically valued the way arts-based learning allowed for individuality, 

flexibility, and personal expression which is “very different from military culture where 

everyone must do specific and prescribed things to progress and achieve predetermined 

outcomes or ranks” (Teresa, personal communication, April 28, 2016). 

 
Participant Expressions 

2) What affective narratives or understandings do participants express during and 

after the art museum programming though art-making, written and verbal 

reflection, or other modes?  

 

Though we as educators were focused on the affective outcomes I have just 

discussed, how did participants actually respond to the curricula, what new meanings did 

they initiate within the program, and what did they create and express? I will now talk 

about four narratives I saw emerging across family participants’ responses throughout the 

art museum program: change and resiliency, expressing multiple identities, art 

understandings, and increased familiarity in the museum. 
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Change and Resiliency 

Since dealing with change and challenge were the main focus of Josh and 

Chelsea’s workshops, participants opinions and experiences of change and their own 

resiliency emerged in conversations in the gallery and in their written responses and 

artworks: growth and learning when a parent is away or when getting used to a new place 

or a new assignment, missing friends and former homes, getting glasses, growing older or 

getting a new sibling, and making do with the resources at hand. During Josh’s 

curriculum inspired by the Fires of Change exhibition, he asked questions and 

specifically encouraged participants to discuss, write, and create art about changes they 

had experienced in their lives and therefore the idea of change was prevalent in their 

discussions, written responses, and artwork. The metaphor and imagery of wildfires as 

forces for change reappeared in their artwork but many people extended the idea to 

changes in their personal lives, such as the mother who used the sentence prompts to 

write about the challenges and the ultimate positive impacts of her decision to join the 

military. 

Participants also approached an unfamiliar museum and arts-based activities, 

which were new to many people with willingness, focus, and enthusiasm. There were 

only two or three times when a child expressed frustration to the point of giving up on the 

activity at hand and in these cases families and educators calmed them or offered 

alternatives which allowed the kids to continue to participate. Adults and kids both 

showed confidence in sharing their ideas and creating art, even those who expressed they 

were unsure of the quality or significance of what they were making. In the survey 

responses after the workshops, two adults mentioned an increased sense of confidence in 
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their own abilities as something important their family members gained: “confidence in 

our creativity, confidence in ourselves, [learned] how to be resilient,” and “gained more 

confidence to create.9” From the girl who discovered a natural talent for charcoal drawing 

to the girl whose father was surprised to see her talk about her art with strangers at the 

exhibition opening, participants often expressed an expanded understanding of 

themselves and a positive attitude about trying to new things even with the risk of failure, 

which is a vital aspect of resiliency. 

Expressing Multiple Identities 

Throughout the workshops participants expressed multiple identities or facets of 

their identities, including but also going beyond their identity with the military 

community. Of course, many people did express understandings of their military identity, 

for example:  conversations and artworks about challenges of military life, one mother’s 

two-sided portrait of herself as a soldier and mother, and children’s artworks with 

patriotic and historical military imagery. In their artworks, labels, and interactions during 

the workshops participants also highlighted hobbies, favorite things (like animals, 

musicians, books, TV show, and movies), and places they wished to travel.  

 In many cases their identity as members of a family rose to the surface as parents, 

partners, children, and siblings worked together and interacted during the workshops. 

Chelsea reflected in her interview:   

I realized that it was more about family than about the larger community for these 

groups. Many service members had recently come home and they were looking 

for something to do with their kids/spouses. For them, being in the military 

                                                           
9 Survey responses in Appendix F 
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seemed like a secondary source of identity, but being mom/dad was a primary 

identity. (Chelsea, personal communication, May 2, 2016) 

Teresa appreciated that the flexibility of the programs and our approach to 

facilitation allowed families space to be themselves and fulfill diverse family needs that 

we did not necessarily plan for (Teresa, personal communication, April 28, 2016). She 

appreciated a father and daughter who were both skilled artists and participated in their 

own quiet and unique way. They did not usually share ideas with the large group but 

clearly engaged with each other, returning all three weeks and joking and playfully 

competing with each other in the art studio. Teresa was reminded that military service 

may not be the only challenge families go through when she learned, through 

conversations with participants, that the workshops not only served as a bonding 

experience for a father who had recently returned from deployment but also attracted a 

veteran and his son who were most challenged not by deployment but by separation due 

to divorce (Teresa, personal communication, April 28, 2016). Family identity was also 

expressed in their artworks and inspired our decision to draw literal lines connecting 

related family members’ artworks across the gallery walls. 

Art Understandings 

Participants also expressed their understanding of art and their appreciation for 

particular media or techniques. One child discovered a new love and natural talent for 

charcoal drawing and I spent several minutes talking and answering questions with her 

and her parents about different materials and types of artist’s charcoal she could explore. 

She chose her charcoal drawing for the final exhibit and in her label she explained: “I 

made this artwork because I like working with charcoal, my first time. I want people to 
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discover charcoal. Something I want people to know about me is I like drawing. My 

artwork tells a story about a bird.” In the label for her artwork, another child expressed 

the fun she had and her hope that others would have fun making art: “This would be what 

I look like in a rubber ball. I made this artwork because it was fun. Something I want 

people to know about this artwork is it's easy to make, just have fun squirting paint.”  

From the post-workshop series surveys, several adults said that arts-related 

aspects were some of the most important things they learned, gained, or experienced 

during the program including: “confidence in our creativity,” “different materials to do 

art,” “how our personal experiences shape the way we look at art,” “learned about 

different artist,” “creating art,” “learned to appreciate art,” and “gained more confidence 

to create.10” Though we as educators did not necessarily discuss the value and function 

of art or include this in our main program goals, using art objects and art-making as 

vehicles for talking about community issues led some participants to value and learn 

things about art-based practices.     

Museum Familiarity 

As I described in the previous chapter, I observed families increasing familiarity 

and comfort in the museum during gallery teaching sessions as families were introduced 

to new ways of looking and interacting in the galleries and eventually became more 

engaged and independent: looking and talking about artworks on their own, reading 

labels, asking questions, and showing comfort in the gallery space during hands-on 

activities. For families who attended multiple weeks of workshops, this effect was 

increased as, for example, one mother commented to me during her last session: “We 

know this museum so well now!” I was also able to observe families using their 
                                                           
10 Survey responses in Appendix F 
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familiarity and experience talking about art in the museum during the opening event for 

the exhibition. The participants became the tour guides for their extended families, 

talking about their own pieces but also spending significant time looking at the entire 

museum, walking and talking together about artworks they remembered from their 

previous visits and many new exhibits on display. 

 
Personal Interactions 

3) What forms of personal interaction and dialogue occur between participants 

during the art museum programming?  

 

In surveys after the workshop series, adult participants expressed that some of the 

favorite or most important experiences within the program involved interacting with their 

family and other participants: “we did it together as a family,” “we had fun, enjoyed our 

time,” “listening [to] other families opinions,” and “meeting other kids.”11 I also 

observed diverse kinds of interpersonal dynamics during the Art in Service program, 

though interactions within families were the most prominent. While there was informal 

interaction across families—group discussions in the galleries, families sharing tables and 

supplies in the art studio, parents and children getting to know their peers or catching up 

after having met in a previous Operation: Military Kids program—the majority of our 

curriculum and approach to facilitation emphasized family cooperation and did not 

specifically require people to work with or get to know participants outside their families. 

Observing the workshops, I found participants to be generally friendly, open, and 
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collegial as a large group but all gravitated to and spent the most time interacting with 

their own family members. 

As I mentioned in the previous section, participants were enacting their identity 

and role as members of a family throughout the program:  cooperating, trying new things, 

talking, joking, encouraging, acting as a role model, teasing, getting distracted, following 

directions, encouraging or discouraging certain behavior, reinforcing expectations, and 

creating things collaboratively. Having families participate together as a unit in the 

guided gallery teaching and art-making allowed us (the educators) to provide tools and a 

framework that all members of the family could use while the flexible and open-ended 

nature of much of our curricula meant that parents and children could work together in 

their own way. In the galleries, I observed parents using our questions and prompts to 

start conversations with their children and get them engaged. At times parents would 

answer questions and engage in group discussions in a way that seemed aimed at role-

modeling an idea, belief, or behavior for their kids. In the art studio, having parents 

engage in the same projects alongside their children changed the traditional orientations 

of parent-teaching-child or parent-watching-child to parent and child working together as 

equals, both experimenting and expressing something.  

Other types of interactions included siblings working together and older children 

helping younger children, like the older brother who helped his young brother with 

monoprinting and collaging and ended up helping all the other younger boys at his table, 

who clearly looked up to him. Sometimes older or more mature children (ranging from 

11-17) were less likely to offer their ideas in group discussion, but then were self-directed 

and deeply engaged in art-making. Humor and having fun was also an important 
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interpersonal connection throughout the program. Whether laughing about comparing a 

sculpture to a tube of toothpaste or a pickle, smearing and squirting paint while 

monoprinting, or adding goofy details to a self-portrait, embracing humor and a sense of 

play allowed parents and children to form connections and to create a positive sense of 

community across the group as a whole. 

 

Returning to the Primary Research Question 

In answering these questions and exploring educator’s goals and intentions, 

military families’ responses, and the nature and quality of interactions within the group 

during the Art in Service program I am able to identify the moments and patterns of 

affective learning occurring in both planned and unexpected ways. My primary research 

question is: In what ways does affective learning take place during a community outreach 

art museum education program with a targeted audience, in this case military and 

veteran-connected families? As I described in chapter one, my purpose in designing this 

study around the concept of affective learning was to better understand how art and 

museum educators can create programs which serve community members in diverse, 

personally meaningful ways. My approach assumes that developing skills and 

understandings related to emotions, relationships, values and beliefs, attitudes, identities, 

motivations, and aspirations is equally or more meaningful and useful than cognitive, 

discipline-based, or content-based learning when it comes to sparking the interest and 

meeting the needs of visitors and learners and fulfilling the mission of educators and 

institutions. In what ways was this type of learning experience happening throughout the 

Art in Service program: what did it look like and how did it occur? 
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The family-based structure of the program was a key platform for affective 

learning as families communicated, cooperated, laughed, and tried new things. 

Regardless of the stresses of their lives away from the museum, the workshops 

represented a time devoted to being together as a family. Additionally, that time together 

was activated by curricula designed by me and my co-educators that encouraged them to 

work together, have conversations, express themselves creatively, and make meaning 

together. Activities which emphasized families working on a project or discussing 

artworks as a team allowed them to experience new ways of communicating, working 

through challenges, or relating to one another as parents, children, spouses, and siblings. 

Though this study does not seek to document the long-term impact on families, even 

within the timeframe of the workshops and exhibition opening, I saw families grow more 

independent and comfortable utilizing the interpretative and expressive practices we 

introduced through gallery teaching and artmaking. This indicates the potential for 

families to keep using these new skills and continuing new conversations at home, which 

is one of Teresa’s goals for family-based programming in general. As facilitators, we 

approached our curricula as opportunities for families to create their own narratives about 

and through artworks, drawing on a visitor-centered and constructivist approach to 

museum education. Teresa identified the “flexibility” of the program as a key strength 

which allowed families to be themselves and engage in a way that made sense for them 

(Teresa, personal communication, April 28, 2016). 

Talking about and seeking to develop resiliency through an arts-based museum 

program also supported affective learning. We developed our own concept of resiliency 

as educators collaborating to develop a community-based program and through 
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pedagogical interactions with the military family members during the workshops. In this 

context, resiliency became a set of practices and resources: being able to express, process, 

and make meaning from past challenges; having a sense of your own strengths and 

abilities that allows you to do things which seem intimidating; and developing a network 

of personal, family, and community connections to support you through difficult 

experiences. Defining and practicing these skills was a form of affective learning, 

supported by the expressive and participatory nature of the Art in Service curricula. 

 In this case, affective learning was also supported by the fact that the program 

involved participants with a shared background and community identity. This allowed us 

as educators to set the expectation among participants, starting as early as the registration 

and recruitment process, that the workshops would be a place to bond and talk about their 

experiences related to the military. As one mother expressed in the post-survey12, 

knowing everyone in the room had some sort of shared experience related to the military 

allowed her to feel more comfortable talking about that aspect of her life. I believe setting 

up this type of safe space based on shared identity allowed participants to share affective 

and personal understandings more readily throughout the workshops leading to personal 

and creative expressions of their identity that went far beyond their connection to the U.S. 

military. 

 

Further Findings 

Interrelation of Affective and Cognitive Learning 

One of the goals of this study was to highlight affective learning and narratives as 

distinct from other types of learning outcomes, as evidenced in my research questions. I 
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adopted this approach in order to focus my study but also to intentionally attend to 

pedagogies that may be forgotten in educational paradigms focused on cognitive, content-

based, and discipline-based learning. In practice, various dimensions of learning—

affective, cognitive, kinesthetic, and others—are not isolated but overlap and amplify 

each other.  Even Krathwohl, Bloom, and Masia (1956), authors of the carefully 

delineated taxonomies of cognitive, affective, and psychomotor learning, are quick to 

remind educators that there is no fundamental separation between these areas and that 

even their own classification schemes are not “natural” to human beings but arbitrary 

systems to help us understand teaching and learning (p. 47). Still, they argue that in order 

to “conceptualize behavior adequately we must tease it apart into components of some 

kind, all the while keeping in mind the interrelation of these components” (p. 46).  

Within the Art in Service program, cognitive learning took place alongside 

affective learning and was evidenced in participants’ expressions related to talking about 

and learning to use a variety of artistic media and techniques, identifying imagery and 

symbolism in artworks, discussing abstraction and realism as an artistic technique, 

understanding the ecology and social impacts of wildfires, learning about museums as 

and their practices of display and interpretation, and surely other learning outcomes 

which could have been inventoried and evaluated as part of a different study. As 

educators, our goals related to affective learning in developing individual and family 

resiliency and expressing personal stories, but an underlying assumption was that gaining 

new skills related to art was a powerful vehicle for things like developing confidence and 

a sense of self in relation to others and the world. Campbell and Simmons (2012) argue 

that art educators have historically understood and promoted a holistic approach to 
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learning, combining cognitive, emotional, physical, moral, social, and spiritual aspects of 

development among learners.  

At the emotional level, art education has been recognized for its ability to 

cultivate empathy, facilitate expressions, and encourage reflection that can, in 

turn, foster understanding and communication among people despite apparent 

divisions of gender, age, race, religion, ethnicity, and culture. Cognitive 

considerations include ways art education fosters creative problem-solving, 

conceptual understanding, and critical thinking, including capacities to describe, 

analyze, interpret, and evaluate. (p. xii) 

I believe that attention to many domains of learning is an important practice for all 

educators but that art and museum educators are particularly well-positioned to engage 

and help learners develop affective and other non-cognitive understandings. 

Collaboration and Affective Learning Among Educators 

One finding that I did not fully anticipate in my research design was that affective 

learning would also take place among our team of educators in several ways. This 

program was an opportunity for Teresa, Chelsea, Josh, and I to share our various 

expertise based on our diverse professional backgrounds and military affiliations (or lack 

of affiliation) and expand our understanding and sense of connection to the military 

community and to the museum. As outsiders to the military community, Chelsea and I 

consulted with and observed Teresa and Josh’s approaches to working with military 

families to inform our own practices. Through the processes of planning, facilitating the 

workshops, and getting to know the families, we could evaluate our previously limited 

knowledge of this community and synthesize new understandings based on our 
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experiences as educators. Teresa and Josh looked to me, and especially Chelsea, when 

considering how to approach gallery teaching and art-making with community members.  

One example of this exchange of knowledge and broadening of perspectives 

occurred when we explored as a group what types of artworks we should focus on. Based 

on Teresa’s experience with military families who have experienced fear or loss related 

to combat deployments, we chose to avoid images of violence and wartime. Based on 

Chelsea’s experience with children and families in the art museum, we avoided artworks 

with sexual content or nudity in order to respect parents right to discuss these themes 

with their children when they deemed appropriate. As evidenced in this example and as I 

discussed in chapter four, the intentional formation of a team with varied experiences was 

vital to creating a community-based program that was meaningful to participants and that 

community members were eager to participate in. In addition to benefitting our practices 

as educators, Teresa’s ten years of experience designing educational programs and 

building trust with military families in Arizona created a strong foundation for new 

connections between the museum and participants. 

Through an informal process of mentorship, Chelsea, Josh, and I deepened our 

understanding of ourselves as educators in a museum and community-based context. 

While Josh and I both sought Chelsea’s guidance and feedback based on her experience 

as an art museum educator, I was also able to act as a mentor to Josh based on my 

experiences designing curriculum and teaching in informal and experiential learning 

settings. Reflecting after the workshops, Chelsea and I realized that this mentorship 

model could have been improved if Josh had led two of the later sessions (instead of the 

very first two sessions) so he could observe us facilitating before doing it for the first 
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time himself. Still, I think it was valuable that our unique identities and voices as 

educators were apparent in our curriculum and our teaching, which were all very different 

from each other despite sharing the basic gallery teaching and art-making structure. 

 

Discussion and Recommendations 

Affective Learning and Emotional Risk 

One of the challenges I found in creating and facilitating curriculum with an 

emphasis on affective learning was navigating the potentially emotional and therapeutic 

aspects of the program while respecting participants’ privacy and desire to have a 

positive experience. Creating a program focused on developing resiliency among military 

and veteran-connected families, our assumption was that some or all participants in this 

program had experienced unique and difficult challenges in their lives. Though the 

experiences and missions of service members vary widely, the reality of active duty on a 

combat mission means that many service members experience violence and trauma while 

serving and family members must face the possibility of their loved being injured or 

killed. Even if their experiences were not this extreme, asking people to discuss or reflect 

on challenging experiences and their emotional responses in order to make meaning of 

those experiences requires participants to become vulnerable and place trust in the 

facilitator that the level of emotional risk will be reasonable and worthwhile in relation to 

the benefits and learning they achieve.  

For example, when I worked with youth in the San Francisco Bay Area who were 

experiencing homelessness and a variety of other challenges and traumas in their lives, 

youth pushed backed after a mandatory workshop which asked them to voice and process 
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challenges in their lives without adequately preparing the group or providing any options 

for participating outside of a group conversation. They made the very valid points that 

engaging in this kind of dialogue takes an emotional toll and they deserved to be able to 

make choices about when, how, and with whom they delve into this type of experience. 

Within the Art in Service program we mitigated these risks by avoiding exhibits and 

artworks with violent or wartime themes and by providing participants with choices and 

flexibility to contribute their ideas and express their emotions to the degree and in a 

format that felt right to them, which is an extension of a visitor-centered and 

constructivist approach to museum education.  

At the same time, we run the risk of creating generic or less meaningful programs 

if we shy away from affective understandings in hopes of avoiding emotional risks 

completely. For example, I think my monoprinting and collage art project could have 

been more meaningful for participants and produced more nuanced artworks overall if 

participants were given more direct and scaffolded prompts for expressing stories from 

their own lives. Despite my strong desire to incorporate affective learning, I believe this 

particular curriculum suffered from an over-emphasis on media and technical processes. 

One participant reflected about the program overall in the post-survey that they wish they 

had created “more expressive art”13 which I think speaks to some participants desire to 

dive more deeply into personal and affective themes. 

In the end, I believe it is impossible to create an entirely safe space, free of 

emotional risks, due to the wide variety of life experiences a group of learners will 

inevitably bring with them. I also believe risk-taking and experimentation is a vital part 

of learning. Educators should accept these risks and take steps to address them by 
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educating themselves about the community they are working with, collaborating with 

people connected to that community (Josh and Teresa, in our case), and building flexible 

curricula in which learners can make choices about how and what affective 

understandings they express about themselves.  

Value of Final Exhibition 

One area of this study that I think is ripe for further inquiry is the value of the 

final exhibition in promoting affective learning and the effectiveness of our approaches to 

incorporating it in the Art in Service program. In her interview after the workshop series, 

Chelsea reflected:   

I am not sure if we need to include an exhibition at the end of the program again, 

as I’d like to be able to concentrate more on the process than on having an end 

product at the end of each session. Just having the time to explore, experiment and 

play with ideas and materials could be the learning objective. (Chelsea, personal 

communication, May 2, 2016) 

Teresa also reflected that if we want to make the process of exhibiting the artwork more 

meaningful for participants, we should incorporate more focused and practical learning 

around reading and writing museum labels and titling artworks as an extension of the 

processes of self-expression through art-making. Very few participants actually chose to 

include extended statements on their labels though this is not surprising since we only 

devoted a few minutes at the end of workshops to filling out the exhibition information 

worksheet (Appendix E) while families were also cleaning up and preparing to leave. I 

did not capture data about how many families returned to the museum to view the exhibit 

or what they thought of it, beyond my observations and interactions with those who 
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attended the opening event, which would be an important addition to a future study to 

help understand the impact of an exhibition for art museum program participants. 

 I do believe the exhibit offered concrete benefits to the museum, other museum 

visitors, and Chelsea and I as educators seeking to better understand community-based 

programming and the military and veteran-connected community in particular. The 

exhibition planning and installation process allowed Chelsea and me to deeply reflect on 

the Art in Service programming as a whole and identify the most important narratives that 

we wanted to represent on behalf of the military and veteran-connected families. 

Working with their artworks and written responses, considering how they related and 

connected to each other, and how we could represent this visually became a form of arts-

based analysis of the learning that had taken place. Though it could be a challenge to 

recruit families to make a longer-term commitment to an art museum program, I believe 

involving community participants in exhibition development represents an extremely 

exciting chance to extend learning and reimagine museums as public institutions.  

Chelsea also reflected that she would be interested in having families come for multiple 

sessions in order to create artworks, like ceramics, that involved a longer or more 

complex process. We had specifically avoided asking families to commit to returning 

multiple weeks in our initial planning phase of the program because we thought this 

might discourage people from participating. In practice, the majority of families signed 

up to attend multiple or all three workshops which is a good indication an extended or 

multi-week family program would be of interest to this community in Tucson. 
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Community-Based Art Education 

I believe there is a need within research and theorizing on community-based art 

education and community-based museum education to study programs, such as the Art in 

Service program, in which open-ended exploration and affective meaning-making can 

take place even when overarching goals and curricula are determined my educators or 

institutions. Much of the literature on community-based art (Adejumo, 2010; Knight & 

Schwarzman, 2006) assumes participating community members should be involved in the 

earliest processes of developing the goals and activities of a program for it to be 

considered truly community-based.  As Nina Simon (2010) suggests, community 

members have a variety of backgrounds and levels of interest and therefore many who are 

less familiar with art, museums, and participatory forms of teaching and learning may be 

more successful and comfortable when learning and risk-taking are guided within a 

thoughtfully designed and scaffolded curriculum. As a community outreach program 

designed in collaboration with a knowledgeable partner (Teresa, Director of Operation: 

Military Kids), I believe Art in Service offers a useful and realistic model of participants 

using the museum in personally significant ways within an educator-determined 

curriculum. 

Public Pedagogy in the Museum 

 It is also useful to return to Biesta’s (2013) pedagogies for the public, of the 

public, and in the interest of publicness to understand where the Art in Service program 

falls on this aspirational spectrum and whether affective learning can support the ideal of 

creating truly democratic and free public spaces within a museum context. For Biesta 

(2013), the public sphere is a quality of interaction and togetherness where individuals 
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express ideas, take actions, and navigate plurality collaboratively; and where the 

authority of the pedagogue or educator is decentered. He describes this pedagogy as 

activist, experimental, and demonstrative:  

It becomes more activist in that it is aimed at the creation of real alternatives, that 

is, alternative ways of being and doing…that resist and push back the logic of the 

market…[and] incursions from the private sphere. Such work is always 

experimental because it is about the invention of new ways of being and 

doing…new ways of ‘doing’ schooling, for example, not focused on individual 

advantage, competition, and excellence but oriented toward cooperation and the 

hard work of living together in plurality and difference…[S]uch forms of 

experimental activism…can be understood as forms of pedagogy…because they 

demonstrate that it is possible to do things differently; they demonstrate…that 

things not only should be done differently but actually can be done differently. (p. 

23) 

While some museum educators have turned toward participatory and community-based 

values and have initiated new ways of being and learning in the museum, I still think it is 

difficult for museums as institutions to fully embrace experimental and critical forms of 

public pedagogy. Museum and curation practices are founded in the idea of trained 

experts interpreting and protecting objects, crafting and controlling the narratives of the 

museum, whereas creating a radically democratic space or program in the museum would 

require in some form ceding control to the public. Within a landscape of limited funding, 

shrinking staff, and competition for community member’s leisure time, museum 

educators may be less likely to devote their energy and resources to investing in 
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experimental programming or nurturing long-term community collaborations where the 

outcome is uncertain.   

 The Art in Service program involved both pedagogies for the public, where 

educators taught skills or concepts to the participants, but also pedagogies of the public 

where we as educators designed and facilitated a curriculum encouraging collective 

learning through sharing and experimentation. Our approaches to and participants’ 

expressions of affective learning are evidence of an openness to a plurality of 

understandings, ways of knowing, and forms of personal expression. I find great value in 

these pedagogies as intermediate steps on the way to a more open, flexible, and inclusive 

museum or museum program. If our goal as educators is to engage the widest swath of 

the public as possible and to welcome and navigate difference, a program like this Art in 

Service serves an important function in allowing museum staff and educators to learn 

from a community group and for members of that community to become more familiar 

with the museum within a structured learning experience. New intercultural 

understandings and personal connections can then become a foundation for pursuing 

more in-depth and open-ended forms of togetherness and community participation. 

 

Conclusion 

Overall, this art museum programming represented an important opportunity for 

me to reflect on my practices as an art and museum educator attempting to bridge the gap 

between arts-based learning and affective learning. It was also an important opportunity 

to build connections with and better understand the military and veteran-connected 

community, for me and for the UAMA. This is an especially significant connection since 
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the Department of Defense discontinued Operation: Military Kids programs and funding 

at a national level in March 2015. Without the funding, UA Cooperative Extension 

decided to discontinue its military outreach programming. As a result, the Art in Service 

program was the very last project Teresa undertook before her position ended, exhausting 

the last bit of remaining budget from private donations. The need for programs 

supporting military and veteran-connected families has not diminished as men and 

women continue to serve the U.S. armed forces at home and abroad and millions of 

recently returned service members and veterans and their families continue the process of 

reintegration. Arts-based museum programs involving affective learning are an important 

piece of the puzzle giving individuals and families the opportunity to reflect on and 

develop understandings about their identity, abilities, values, and relationships. 

In conclusion, I will return to the primary purpose of this study, as stated in 

chapter one, which is to explore what role affective learning can plan in art museum 

education in order to understand how art museum educators can create programming that 

is meaningful and useful to community members with diverse needs and interests. I 

believe that attending to and promoting affective understandings in museums is an 

incredibly promising way for educators to encourage visitors to use the museum in ways 

that are personally meaningful, which supports the goals of community-based art 

education, public pedagogy, and constructivist museums. As a museum educator, I am 

interested in pedagogical practices that center visitors and museums where visitor 

interpretations and meanings are visible, welcomed, and planned for in galleries and 

programs. I think affective learning is a key component of these types of practices and I 

think it is an underlying idea that flows through many discussions among museum 
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educators today, in terms of bringing out marginalized voices and reaching 

underrepresented audiences. Affective learning encompasses an individual’s personal 

motivation to be in the museum, personal connection to the narratives and the people 

around them, and personal understandings of what they see in the museum and is 

therefore valuable to educators, community member, and museum as community 

institutions. 
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APPENDIX A: IRB-APPROVED CONSENT FORM 
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APPENDIX B: MINOR CONSENT FORM

 



131 
 

 
 

 



132 
 

APPENDIX C: EXAMPLES OF PERSONAL COMMUNICATIONS: EMAILS 
 

Sent: Wednesday, September 02, 2015 2:03 PM 
Subject: RE: September News from the UAMA 
Greetings Chelsea! 
I am the Program Manager for the UA Cooperative Extension Military Outreach Program.   I have been 
receiving your UAMA Newsletters and am excited by the great programs you are offering to both the UA 
Campus Community and the larger Tucson Community.  I was reading about your Family Day on 
September 12th and was thinking about the great collaboration that the UA School of Art and UACE 
Military Outreach have had the past two summers during our summer camp programs for military-
connected teens and how great that would be to extend programs to the entire Military Family.  I am 
curious on if there is any possibility for us to collaborate on an outreach & engagement program for 
Military Families within our community with UAMA?  I would be interested in brainstorming collaborative 
program ideas with you if this is at all of interest. 
Looking forward to hearing from you! 
Sincerely, 
Teresa 
Sent: Wednesday, September 02, 2015 3:34 PM 
Subject: RE: September News from the UAMA 
Greetings Teresa, 
Thank you for reaching out. We would love to work with Military families in Tucson! The UAMA has been 
involved on some tours for the School of Art for the Military Outreach with the kids the past two 
summers, and we love having them here. I would be more than happy to meet and  see if there is room 
for some collaboration. My schedule is pretty full for September with our current list of programming 
going on. Are you free to meet late September or early October?  
We are motivated to develop and partner with a diverse group of community members to truly enrich 
and diversify our programming at the Museum. So, again, thank you for thinking of the UAMA. 
Best regards, 
Chelsea  
Sent: Wednesday, September 02, 2015 4:10 PM 
Subject: RE: September News from the UAMA 
Hi Chelsea! 
Thank you for the prompt reply!  I had a feeling we had worked together previously when my teens 
toured the School of Art the past two summers!  We LOVE working with you all in the UA School of Art!!  I 
am definitely free to meet in late September or Early October any time after 9:00am.  I work on Main 
Campus in the Forbes Building and can come to you.  Please let me know some dates/times that would 
work with your schedule for a meeting and we can go from there! 
Looking forward to our meeting! 
~Teresa 
Sent: Friday, October 02, 2015 10:32 AM 
Subject: RE: September News from the UAMA 
Greeting again Teresa! 
Sorry for the delay in setting up a time to meet. Things are now settled overhear since some of my 
September programs have ended. 
I have a graduate intern from Art and Visual Culture Education, Willa Ahlshwede, who is also interested in 
this collaboration and she would like to join us if that’s possible. My schedule is open next Wednesday 
from 9am -11 or Friday before 12pm. The following week I have Tuesday, 13th open from 9-12, or Friday 
before noon.  
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Please let me know if any of these time might work for you. I look forward to meeting with you and 
working together on some future collaborations.  
Best regards, 
Chelsea 
Sent: Friday, October 02, 2015 10:36 AM 
To: Farrar, Chelsea Jane - (cjfarrar) 
Subject: RE: September News from the UAMA 
Hi Chelsea (and Willa)! 
Thank you for your email!  Next Wednesday at 9:30a works perfectly!  Where should I meet you?  I can 
come to you. 
 That’s awesome that Willa wants to join the meeting!  She worked with us with the UA School of Art 
programming during camp, as well as the UA Blue Chips Leadership programming during camp!  She’s 
awesome!! 
Looking forward to meeting! 
~Teresa 
 
Sent: Friday, October 16, 2015 11:21 AM 
Subject: Re: UA Museum of Art Hosts: Friday Night Art October 16 - Military Families Invited 
Wonderful! Thank you. 
I reached to out my connections at TMA and they mentioned that the model we are looking at using 
(touring gallery with art making to follow) was the most successful. I also reached out to Stefani and 
hopefully will be able to touch base soon. I have definite support for this project from the staff but just 
need to verify dates, etc before we publish anything. I’ll be in touch early next week. 
Looking forward to working with you. 
Best regards, 
Chelsea 
 
Sent: Friday, October 16, 2015 11:29 AM 
Subject: RE: UA Museum of Art Hosts: Friday Night Art October 16 - Military Families Invited 
Hi Chelsea! 
Thank you for the update!!  Fingers are crossed that the dates work!  Glad the staff is supportive and that 
TMA was able to give helpful insight! 
Do you still need for me to send you the itinerary/ages/numbers from previous events we did with TMA 
for your reference and planning? 
Yesterday’s meeting was great!  Thank you, and Willa, for such great ideas and support! 
~Teresa 
 
Sent: Tuesday, October 20, 2015 3:56 PM 
Subject: RE: UA Museum of Art Hosts: Friday Night Art October 16 - Military Families Invited 
Hi Chelsea: 
We held two events with TMA. 
“Artistic Seeds of Resilience” (Museum Tour, Poetry, Art) 
Total Participants:  29 (included youth + adults) 
Ages:  Grades K-8th + Parent/Guardian 
 
“Creative Safari” (Safari Themed Art, Puppets, Storytime, Games) 
Total Participants:  30 Youth 
Ages:  Grades 1st-6th 
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Please let me know when the dates and programming are finalized. 
~Teresa 
 
Sent: Wednesday, October 21, 2015 9:27 AM 
Subject: RE: UA Museum of Art Hosts: Friday Night Art October 16 - Military Families Invited 
Hi Teresa, 
I have approval from my Director to go ahead with this program. There is great staff support and we are 
excited to be a part of such a wonderful community program. The dates we discussed, March 26th- May 
7th (Saturday program offered from 10-12pm) look fine. I am not sure if we need to offer ever Saturday in 
this range. I think you said there could be some conflicts with some other programs- But for now I will 
reserve us a classroom for studio use. 
The biggest issue could be cost. We will have to charge a higher rate that I offered you last week: $20 for 
family (up to two adults with three children; additional children $2 extra). My director is going to look into 
some possible funding for scholarships as I know several families will be in need. Let me know your 
thoughts on this part- if it’s a major hindrance get back to me so I can further communicate with the staff.  
Program will include a one hour visit in the museum- with me as the tour guide and time in the studio 
creating art inspired by their visit 
Exhibition TBD- possibly opening May 20th and up until late August 
Thank you for the materials from your last collaboration with TMA. I will look those over asap. 
Contact me anytime if you have any questions or need to discuss any details. 
Best, 
Chelsea 
 
Sent: Wednesday, October 21, 2015 9:36 AM 
Subject: RE: UA Museum of Art Hosts: Friday Night Art October 16 - Military Families Invited 
Hi Chelsea! 
Thank you for this update!  All this sounds great.  I agree we may not need/want to offer every weekend 
due to other programming conflicts that could diminish our participant numbers, I can help you with 
figuring out the best weekends by working strategically with my military partners.  Regarding cost, a 
follow-up question for you:  what is your target number of total families that you would hope/wish to 
reach with this event over the course of our event?  I know that you mentioned each session would be: 
Min. 5 participants (1 Family) and Max. 20 participants (4 Families) per session.  For budgeting would we 
be looking at a Max. $ amount of approx. $500 if we held 6 sessions and had 20 participants max at each 
session? 
Once I have a maximum $ amount, I will approach my military partners about the possibility for some 
financial assistance from military partners since it would be an event that supports Month of the Military 
Child programming, which is also a Department of Defense mandated program for the military. 
I’m so excited! 
~Teresa 
Sent: Wednesday, October 21, 2015 9:46 AM 
Subject: RE: UA Museum of Art Hosts: Friday Night Art October 16 - Military Families Invited 
Teresa, 
I think I should likely modify the numbers I gave you, after some thought: I think our minimum would have 
to be 10 (2 families) and maximum would be 30 (6 families). Depending on how much assistance I have 
(especially if Willa is around next semester) I would be able to up the max to 40 participants (8 families). 
So for budgeting: $720 for 6 families for 6 sessions. That would be our maximum.  
We would be covering, in kind, the cost of the exhibition (labels, frames, labor, promotion). SO yes, any 
support we can get for this program would be great- especially to make it as accessible as possible! 
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-Chelsea 
Sent: Wednesday, October 21, 2015 9:52 AM 
Subject: RE: UA Museum of Art Hosts: Friday Night Art October 16 - Military Families Invited 
Chelsea, 
Ok this is great!  Let me see what I can do.  I’m confident that I can find funds to cover this.  I’m going to 
ask VFW and American Legions too. 
Do you have an estimated dollar value for the “in kind” contributions that you mentioned below for both 
the programming and the exhibition?  That will help when I ask for support.  :- 
~Teresa 
Sent: Wednesday, October 21, 2015 9:58 AM 
Subject: FW: UA Museum of Art Hosts: Friday Night Art October 16 - Military Families Invited 
FYI- looking very promising! 
Willa, no pressure. Okay, just a little 😊😊 
Sent: Monday, December 14, 2015 1:30 PM 
Subject: Military Youth Hardiness Articles 
Greetings Chelsea and Willa: 
Thank you for our great meeting last week!  Attached are the two articles that I spoke about regarding 
Military Youth & Hardiness/Resilience that I picked up at a recent conference.   
Hope you both have a wonderful Holiday Season!  Looking forward to connecting with you after the 
holidays to finalize plans for our event! 
~Teresa 
Sent: Wednesday, December 16, 2015 
Greetings Chelsea and Willa: 
I found these while I was reading through some materials in my office and though you might enjoy some 
additional inspiration for our Month of the Military Child (MOMC) Art Series. [This is the Their Story, Our 
Mission article]  Reading the first page I started to think about how the themes in the article related to the 
themes of the art exhibitions.  I think there are some creative and impactful ways this is all going to 
connect.  I’m so excited!! 
Please let me know if you would like any additional resources to help you prepare.  I’m still hopeful that 
the 2016 MOMC Theme will be out in January. 
~Teresa 
Hey Willa & Chelsea: 
GREAT JOB on Saturday!!  I was so impressed with the content and delivery of the “Fires of Change” 
program.  (I still think you need to have a molten lava pour or something for modern myth. LOL.  J/k) 
How did the rest of the event go after I left?  (Sorry I had to leave before it ended.)  Did the families end 
up creating art that will be appropriate for the exhibit?  What was your overall feeling about the program?  
From my perspective, I was really enjoying the conversations parents were having with their kids about 
the art and the discussions they were having around experiences with change.  It also seemed like the 
families were definitely into the art-making! 
I’m going to send the April 2nd Welcome Packet out to those families today.  I’ll copy both of you on the 
email so that you have the packet and can print the photo release from the packet if you need extra 
copies. 
Thanks again!    ~Teresa 
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APPENDIX D: EXAMPLE OF CURRICULUM ARTIFACT:  
JOSH LESSON PLAN DRAFT 

 
UAMA Lesson 

Lead Teacher: Joshua Nistas 
Unit Title: Fires of Change 
Age level: 6-12 
Estimated # of students: 30 
Exhibition Connection: Fires of Change exhibit 

UNIT SIGNIFICANCE  
The lesson will tour the Fires of Change exhibit, discussing with the children the changes that 
they have to go through and how they can use how the artists of Fires of Change showed good 
change through artwork and how the children can do something similar with their own life 
changes. 
ESSENTIAL QUESTIONS 
How do changes that children go through that they see only as negative be turned into a 
positive? 
How will they take what they see from the Fires of Change exhibit and put it into their own 
perspective? 
LEARNING OBJECTIVES 
Students will learn how to use raw charcoal to create artwork 
What will students learn through this lesson? What specific knowledge, skills, and/or attitudes 
should students gain or develop through this lesson?  
MATERIALS NEEDED FOR LESSON 

Questions to consider: We will need wooden sticks to burn in order to make raw charcoal 
sticks for the students to use to create their artwork. 

 
A. Teacher Materials 
Propane, wooden sticks, raw paper or bark, fixative, regular charcoal in case burning doesn’t 
work, limited color palate of red, yellow, and orange charcoal/pencils, erasers. 
B. Student Materials 
Materials will be provided to students. 
C. Tour Materials:  Paper and pencil 

 
LESSON ORGANIZATION  

Beginning the Unit/ Lesson: How will you engage the students in this lesson? What will 
you say and do? How will you design the classroom environment to support learning 
outcomes?  

 
Lesson Sequence: Below---this is the ‘meat and bones’ of your planning! We will spend 
a considerable amount of thought and time here! This is the part of this template that 
correlates to the wayfinding theory we have been sharing in class: Please note that while 
I have used a chart in this template to help you guide your planning, in reality, these 
pathways and the elements that comprise them should intersect with one another and 
support one another. You need not travel them in sequence. 

 
 
Pathway 1   
Teaching 
Approach/Teacher Actions 

Learner Actions Environmental Design 

Start with the Broken The students should be How will you design the 
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Equilibrium artwork by Bryan 
David Griffith.  Ask visitors 
what they think of the piece.  
Ask how they feel about the 
contrast between the 
charred wood and the 
unmarked wood.  Ask them 
to look close to it.  Smell 
each side.  Have them go 
back away from it and ask 
them what they see of the 
sculptural piece as a whole. 

walking around both the 
charred and unburned wood 
to fully experience the 
sculptural piece. 

classroom environment to 
support teaching and learning 
actions? How will you arrange 
furniture? Share visual 
resources? Locate your 
learning center? Establish 
routines and rituals? How will 
you utilize space during class? 
Will you be leaving the 
classroom space? Why and 
how will you do so? How will 
you curate materials? 

Pathway 2   
Teaching 
Approach/Teacher Actions 

Learner Actions Environmental Design 

Take the students to 
Jennifer Gunlock’s Urban 
Interface.  Ask the students 
what they see within the 
large mixed media piece.  
Ask them to look at it from 
far away.  Ask them to get 
closer to it and look at what 
it’s made of.  Ask the visitors 
if they’ve ever made 
collages before. 

Moving closer and far away.  
Experience how little things 
can make a larger picture, 
and how a larger idea is 
made up of smaller things. 

 

Pathway 3   
Teaching 
Approach/Teacher Actions 

Learner Actions Environmental Design 

Next take them to Craig 
Goodworth’s Fire 
Renderings(The study of 
the two logs, not the 
trough).  Mainly to show 
the charred wood and to 
show them how things on 
the outside can possibly 
look fine while the inside 
is charred.  Does not need 
to stay as long at this 
location. 

Have students look around 
this area, look closely in. 

 

Pathway 4   
Teaching 
Approach/Teacher Actions 

Learner Actions Environmental Design 

End tour at Julie 
Comnick’s Ashes to 
Ashes piece in the gallery.  
Have them look at all the 
charcoal drawings.  Ask 
them if they know what the 
little pieces of charcoal 

Visitors should be looking 
at these photos closely.  
This is the closest project 
that is related to their art 
project.  They should be 
starting to think about 
possible changes in their 
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are underneath each 
paper.  Explain to them 
that the charcoal is from 
each fire location that the 
sketches are depicting, 
and used for each one.  
Ask the visitors how they 
feel about the process.  
Ask them why that might 
be important.  See if any in 
particular stand out with 
the visitors, and why. 

own life that might have 
been bad but has changed 
into good.  The students 
should pay attention to how 
the charcoal was used in 
the drawings.   

Pathway 5   
Teaching 
Approach/Teacher Actions 

Learner Actions Environmental Design 

Take the visitors to the 
foundry and show them 
the burning of the sticks in 
the sand pit.  Ask them 
how it is similar to the 
artwork that they saw in 
the gallery.  As the burnt 
sticks are cooling off, take 
the students to the 
classroom and have them 
write about changes in 
their lives that they 
thought might be bad but 
turned out to be good for 
them. For the younger 
visitors, might just be bad 
haircuts, visits to 
grandparents, but can also 
be deployed parents, 
moving schools often, etc.  
When they finish the 
writing section, take them 
back to the foundry to 
each get a stick.  Tell them 
to take what they wrote 
and draw it on the paper.  
The rest of the class will 
be doing this.  Tell them to 
reflect on what they saw in 
the gallery, that it doesn’t 
need to be completely 
accurate but focused more 
on how they feel. 

Visitors should reflect on 
how they feel and big 
changes they’ve had to go 
through.  They should 
reflect back on what they 
saw in the gallery to help 
them with their artwork.  
They should talk with 
friends and family that are 
there with them to reflect on 
what really stood out.  They 
should have fun. 

Up to 4-8 people per table.  
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ENDING THE LESSON 
A. Closure of Lesson: We will have each person show their artwork to the group and say 

what it means before going to one of the volunteers to have it sprayed in fixative. 
 
 
Artist Statements: 
Bryan David Griffith – Broken Equilibrium 
In Western culture we traditionally view dualities—light and darkness, life and death, forest and 
fire—as opposing forces with horns locked in an epic struggle of good vs. evil. We see ourselves 
as stewards of the land, and fight nobly to preserve life and subdue death by taming nature to 
prevent unpredictable disasters like wildfire. 
My work explores the idea that these forces aren’t opposed, but rather part of the same 
continuous cycle. One can’t exist without the other. Death is necessary to sustain life. Fire isn’t a 
natural disaster; it’s nature changing and evolving, seeking equilibrium. To exclude fire from a 
forest that has evolved with it for eons is akin to removing the bugs, grubs, and fungi that we 
find unpalatable, but are necessary to recycle dead material. Yet from overgrazing to putting 
fires out, keeping fire out of the forest is precisely what we’ve done for over 100 years. By trying 
to exclude death, we have inadvertently severed the cycle of life. 
Now wildfire is coming back with a vengeance, like a river breaching a dam. Some of these fires 
are indeed life-annihilating disasters, but they aren’t really natural disasters. They’re the 
product of a long legacy of human interventions. Broken Equilibrium invites the viewer to enter 
the current, unstable cycle and contemplate our relationship with wildfire. Are we really 
stewards of the land, outside invaders, or part of nature itself, evolved alongside fire as surely as 
the trees? 
Jennifer Gunlock – Urban Interface 
In my mixed media collages, I incorporate photographic imagery I take on my travels, primarily 
of buildings and trees. A subject that I repeatedly latch onto when I’m incorporating them into a 
piece is the tense and awkward relationship between the wild landscape and imposing 
infrastructure we build to shield ourselves from the wild. There is no real dividing line between 
the two. They co-exist, just not very harmoniously. 
As I was wandering through past burns on Grand Canyon’s North Rim during the fire science 
boot camp, my attention immediately fell on the glossy, blistering bark that covered these fully 
barbecued ponderosa pine remains. With that image in mind, and remarking on the leafless 
aspens’ eerie resemblance to cell phone towers, I set out to create a large scale work on paper 
that re-imagines the ponderosa pine forest, with artifacts of civilization embedded in it. I 
selected photographs I took during boot camp, of charred ponderosas, a fire truck’s hoses and 
headlights, and the urban infrastructure referencing my home city of Los Angeles, such as a 
skyscraper reflected in the windows of another, and a fire escape. I photocopied these images 
and then cut, tore, and sliced them into unrecognizable pieces, fusing them into a forest 
composition. 
A question repeatedly explored during the boot camp was that of human intervention into the 
forest. The recent increase in fire super storms is largely due to human causes, such as decades 
of total fire suppression, importation of non-native plant species, and accelerated global 
warming. So, now fire managers are tasked with patching up the damage civilization has caused. 
Humans created the problem, and now humans are trying to fix it, leaving the fire managers and 
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scientists grappling with the philosophical and political questions of: how much should they 
impose on forest ecosystems in order to establish a healthy balance, and when should they 
leave it well enough alone? And, what is their (our) right or responsibility to the landscape? 
Craig Goodworth – Fire Renderings (Studies 1 & 2) 
Working directly with logs and fire, I’ve sought to collaborate with fire in altering raw material – 
rendering form, volume, and texture. These studies allow me to know in and through my body 
something of fire’s destructive capacity, but also its creative potential. 
The trough or sarcophagus form echoes and extends a series of contemporaneous artworks (9 
Korytos) I made this past spring while on a Fulbright in Slovakia’s Carpathian 
Mountains.  Through this work, I investigated forests ravaged by unprecedented wind. 
The two halved Ponderosa logs and slab were collected from a burn site in Northeastern 
Arizona.  The slab is filled with cinders collected from Red Mountain and pot ash collected from 
heating my present home in Oregon.  Currently due to an unrelenting drought, the Northwest is 
being ravaged by fire.  Hundreds of homes are being destroyed by wildfires. 
Regarding process, both 9 Korytos and Fire Renderings begin with empirical data then shift the 
question to art’s role in helping us feel physically connected to land.  As thinking needs to be 
grounded in some kind of feeling, these artworks ask what role aesthetics has in feeling the 
crises that arise in the natural world. 
Julie Comnick – Ashes to Ashes 
Ashes to Ashes is a series of drawings depicting recent Arizona wildfires, rendered with charcoal 
samples I personally collected from each fire site. Each drawing is displayed with its 
corresponding charcoal sample. The collection represents fourteen significant wildfires from 
1990 to the present, with archived photographs used as references. 
While regular wildfire cycles are essential for the health of the ecosystem, they are frequently 
accompanied by negative public perception of wilderness devastation and human disaster. The 
increased size and severity of recent fires – due to suppression strategies that began over a 
century ago, and the continual drought and warming trends resulting from climate change – 
have taken toll on the environment and humans alike. 
The use of charcoal, as an art medium, dates back to the earliest Paleolithic cave paintings. That 
it still prevails today (in a refined and compressed form) attests to charcoal’s variety of 
applications and archival nature. Working with the unrefined, burnt remnants of Ponderosa Pine 
or Manzanita found at each wildfire site presented creative challenges such as achieving tonal 
range and detail on a small scale, and meeting contemporary expectations with an archaic 
medium. 
The objective of these drawings is to reverse the public perception trajectory as viewers gain a 
renewed appreciation for the necessity of wildfire toward sustaining the longevity of our shared 
landscape. 
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APPENDIX E: EXHIBIT LABEL WORKSHEET 
 

You’re invited! 
This summer/fall there will be an exhibit celebrating the artworks created by military children 
and families during this workshop series, and we would love for you to be a part of it!  Each 
person may select ONE of the pieces they create to be in the exhibit. You also do not have 
participate in the exhibit, it is totally optional.  
 
The exhibit will be on display August 13-October 2. We hope you will come back to visit the 
museum and see the exhibit at that time, or any other time you wish!  You will be able to pick 
up your artwork at the museum after October 6 and we will contact you with a reminder then. 
 
If you are interested, please use this worksheet to create a title for your work, add more info 
that you would like to tell people about yourself/your artwork, and give us permission to 
store/display your artwork. 
 
I give my permission to the University of Arizona Museum of Art to store and display my artwork 
and/or the artwork of my child/legal dependent during the exhibit August 13-October. 
 
Artist name________________________     Artist signature _____________________________ 
 
Parent/Guardian name___________________________________________________________    
 
Parent Guardian Signature________________________________________________________ 
 
About my artwork… 
 
Title(optional): __________________________________________________________________ 
 
What would you like people to know about you or your artwork when they see it? 
You can use the following prompts or write a few sentences of your own. 
I made this artwork because…. 
Something I want people to know about this artwork is.... 
Something I want people to know about me is… 
My artwork tells a story about.... 
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APPENDIX F: SURVEY RESPONSES 
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