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ABSTRAC T
The construction of an online educational resource was observed to determine the
factors that inform a museum educator's instructional considerations. Data was collected
through participant observations and tape-recorded interviews during an eleven month
internship. In time, educational considerations revealed connections to the fields of
photograph ic education, museum education, art education, and online education. Web
resource issues have been identified through the collection of data. These issues include
constructio nal considerations according to audience needs, site organization, and site
usefulness. The findings reveal implications for online instructional resource
developme nt while providing suggestions for the implementation of art education
strategies within photograph ic and museum educationa l practice.
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CHAPTER ONE
STATEMENT OF INQUIRY

Who we are, where we come fronl, the time we live in, and what we have
experienced influence how we look at and respond to art. The plasticity of art's
meaning can confuse people who do not understand how to participate, and it can
intimidate others who doubt their own ability to analyze information and draw
meanings. Museum educators and docents are responsible for guiding visitors
through the decoding process and simplifying individual responses, unfettered by
externally imposed, fixed, or predetermined viewpoints. This challenge should
not be underestimated. It is the difference between "teaching" and collecting and
dispensing information. It requires well-developed talents-the abilities to ask
provocative questions, to listen, to channel cognitive thinking without confining it
and to preserve and encourage divergence and creativity.
(Gartenhaus, 1990, p. 7)

We are not strangers to photography. On a daily basis, we develop a familiarity
with photography through our encounters with newspaper photographs, media ads,
billboards, and magazine images. Such visual bombardment and accessibility often alters
our recognition and appreciation of the nature of photographic construction. Similarly,
the average contemporary human experience with the photographic process is limited to
button pushing on disposable and automatic cameras and film drop-off at the local one
hour processing stand. With no regard to film speed, aperture, or shutter speed, we
expect fully focused and color-perfect snapshots that accurately document events such as
birthdays, holidays, and vacations. Ultimately, these common photographic experiences
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and the abundance of media-based images contribute to an underlying bias that
photographs represent reality and are as truthful as the smiles in our family photos.
Photography, however, involves complex considerations and fine tuned
structures. The final image reflects a series of technical decisions as well as aesthetic,
social, and political influences; they encourage us to thoughtfully observe what the artist
has chosen to both eliminate and include. Moreover, media photographs have become far
from truthful, reflecting computerized alterations and enhancements. More manipulative
than factual, media images have tremendous potential to impact our perceptions of the
world, our wants, and our needs.
In a society that has learned to overlook images due to overexposure, it is
becoming increasingly important to reevaluate the photograph as an art form, recognizing
artists and images as selective, creative communicators. Photographic education provides
the tools necessary to intelligently dissect the images that surround us, in turn increasing
our visual literacy. The Center for Creative Photography (CCP) at the University of
Arizona in Tucson offers such educational opportunity, recruiting public attendance
through educational outreach and providing access to traveling works, research materials,
library facilities, and photographic archives. Considered among the top ten photographic
institutions in the world, the CCP remains distinguished for its ability to connect with the
community through a strong collection of works and the display of both contemporary
and retrospective exhibitions.
The CCP is considered an educational institution, as are all public museums in
America. With public education in mind, many art museums, including the Center for
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Creative Photography, are beginning to seek new avenues to capture the attention of a
diverse range of potential visitors. One such avenue that has gained great popularity is
the World Wide Web. Today, the number of museum Web sites continues to grow
rapidly. A count conducted by one online directory estimates the number of museum
Web sites at approximately 10,000 from 120 countries, the number increasing at a rate of
approximately one new museum Web site per day (Madoff, 1999, p. 41). Perhaps more
surprising is the fact that the number of virtual viewers visiting museum Web sites is
increasing at a rate that often exceeds the number of visitors to the actual museums. Such
data is enough to prove to any museum that a Web site is a vital link to the public and
carries tremendous educational potential.
Yet, up until recently the internet has most often been used by museums to
provide an overview of their collections and current exhibitions as well as a listing of
museum hours, personnel contacts, and facilities. The use of a Web site for the
transmission of such factual information falls utterly short of the educational potential
museum Web sites carry. But as a result of increased internet use, some museums are reevaluating the educational potential of the internet and have begun to engage Web
browsers through creative, enriching, and often interactive methods.
In 1996, the Getty Center for Education in the Arts contributed a high quality tool
to the field of art education. ArtsEdNet, an online resource for art educators, was the first
art resource of its kind, providing extensive art content and links to art education
materials. The objective of the Getty Center for Education in the Arts was to make art an
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essential part of every child's education, and ArtsEdNet has become a tool by which this
goal can be furthered.
Among the extensive and enriching resources offered by the ArtsEdNet Web site,
art educators can enjoy free and instant access to intellectually challenging and
informative art lessons as well the Getty's research archives and interactive teacher
listserv. The realities of a busy teaching lifestyle often require that useful teaching
materials provide as much information as possible relative to the given art lesson or unit,
thereby demanding less external research on the part of the teacher. The Getty site
accommodates these needs by producing discipline based lessons that are arranged by
category and age level. Studio exercises, criticism techniques, and aesthetic questions
accompany extensive bibliographic and historical topic information. In addition, as the
site grows and improves, ArtsEdNet continues to structure its content to match the
National Standards for the Visual Arts, thereby furthering the Getty's school partnerships
and serving as an example for museum education Web sites.
Other museums have begun to produce a wider range of online educational
materials with features directed towards both students and teachers. The Utah Museum
of Fine Arts celebrates its collection through an extensive online teacher resource that
examines art categories such as African Art, Medieval Manuscripts, Materials of Art,
Subjects of Art, Modern Art, and Ancient Egyptian Art. The Web site also posts lesson
plans created from the Better Education Through the Arts (BET A) workshops for the Salt
Lake City District. Similarly, the Fine Arts Museum of San Francisco provides lessons
based on works from its collection. Lesson plans include art history information, ideas
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for discussion and activities, as well slides of relevant works which can be purchased
directly from the museum. ArtsEdNet, The Utah Museum of Fine Arts, and the Fine Arts
Museum of San Francisco have each produced materials that expand student
understanding of art while coinciding with the teaching methods of art instructors. In
doing so, each institution acknowledges and conforms to the realities and needs of the
teaching community.

Diverse Directions
Today, the Center for Creative Photography is taking the steps needed to provide
instructors with information and ideas that go beyond factual relay and into the process of
creating meaningful dialogues about photography. Cass Fey, Curator of Education at the
Center for Creative Photography, first began to record ideas for a comprehensive online
photographic resource in 1998. Though the CCP posts Fey's photographic discussion
techniques and teaching guides specific to current exhibitions, Fey has long envisioned a
more comprehensive, analytical link which would explore works from the CCP's
permanent collection. Simultaneously, the CCP has begun to witness the exceptional
educational potential of museum Web sites, thereby increasing support for Fey's plans to
expand the CCP Web site to meet the needs and interests of both browsers and
instructors.

Diverse Directions has become the title under which Cass Fey and interns have
begun their research. Fey believe that the diverse directions photography has taken
throughout the century offer valuable resources for the study of creative expression,
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visual literacy, and the infinite number of details that constitute our visual world.
Intended for educators, the vision for the online resource is to present photographs by
various artists represented in the Center's collections as tools for examining how
photographer s communicate through differing approaches. Thought provoking questions
accompany online photographs which are organized by "diverse" photographic
approaches, including straight, manipulated, documentary, fiction, mixed media
photography. Text explains the photographic significance of the approach and links to
CCP photographer s fitting within the category. Each photographer 's link is composed of
bibliographic information as well as questioning techniques that can be used with
students when viewing the accompanying images. The benefit of almost limitless Web
expansion allows Fey the flexibility to add additional artists, styles, and approaches to the
existing Web structure as the site continues to develop.

Statement of Purpose
In this case study I will examine photographic education as it is promoted through
the construction of an online teacher resource. Through documentatio n of Cass Fey's
educational consideration s, I will contribute insight as to the unique nature of Web site
construction within the context of photographic education. Throughout this thesis, I will
provide constructiona l and educational implications as revealed through interviews and
content examples. Data and discussion will provide web builders and educators with
tools for the development of future online resources. Further suggestions for the
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inclusion of additional art education practices and user-related research will also be
introduced.
Thesis Question
Many of the decisions made by the educational curator at the CCP reflect specific
practices in photographic education. Throughout this case study, I investigate and
discuss photographic education through the following question:
Given the importance photography carries in our daily lives and the educational
influence of the internet, what informs the decisions made by a museum educator
when giving an overview of photography through an online teacher resource, and
how do these considerations promote photographic education in a museum
setting?

In order to investigate this thesis question, I will be addressing the following subquestions relative to the Web site construction process:
• What are the goals of this site?
• How does the Web site coincide with the mission of the Center for Creative
Photography?
• How does the Web site overlap with art education? Is there anything art
education has to lend to this Web site?
• Who is this site being created for?
• How will this site be used?
• What will the user gain?
• What considerations are specific to a computer based educational approach?

Research Methodology: Thematic Case Study
The research method utilized in this thesis is a case study approach which
examines the development of educational content for an online teacher resource at the
Center for Creative Photography. Data was provided through interviews and systematic
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meetings with the Curator of Education, Cass Fey, as well as observations involving Web
site production. Analysis will be based the interviews, written content and structure of
the Web site, and pertinent research. The Web site content and structure will be
examined as a product of the museum educator's views on photographic education,
leading to a discussion on the various issues influencing the site, such as the goals of the
institution and art education methods.

The Development of a Working Structure
In the summer of 1999, I was enrolled in a class devoted entirely to Web site
construction for community and public art. Over the course of three weeks, my
University of Arizona graduate classmates and I constructed Web sites that transmitted
our perceptions and interests within the genres of community and public art. Research
included interviews, photographs, Web design comparison, and the acquisition of
computer related skills. As my interest in Web site construction increased, internet
education permeated into my thoughts and research in other graduate classes. Through a
classmate, I was introduced to Cass Fey, Educational Curator at the Center for Creative
Photography at the University of Arizona. Having heard that Fey was making plans for
an online educational Web site for the CCP, I was determined to become involved. After
meeting Fey and expressing my interest in this future site, I was accepted as an intern for
the 1999 - 2000 school year.
Since that time, the CCP Web site has continued to follow the vision of Fey, and
interns have at times been recruited to assist in information research and text
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developme nt. Fey supervises the collection of information (i.e., bibliograph ic, image
informatio n) and assists in editing written text. Much effort is put into fine-tuning the
details in effort to provide a well-round ed glimpse of the photograph er and a logical
connection to his or her designated Web site category.
Over the course of one year, I have acted as both participant and observer in this
project. I have researched and written Web site text, particularly that relating to
photograph ers Arthur Tress, Lauren Greenfield, and Tseng Kwong Chi, and assisted in
constructin g a visual outline for site navigation. My direct experience as writer and Web
site developer in this project has increased my awareness of Fey's decisions and methods
in photograph ic education.
Through observation s and interviews, I have continually recorded events and
deci sions that occurred along the way, which has therefore added to my understand ing of
photograph ic education as well as the nature of museum education. Each meeting,
discussion , or designated task served as a learning opportunity . By questioning the
process and analyzing dialogue, I have gained an increased awareness of methods by
which photograph y can be discussed and explored by a public, most particularly within
the museum setting.

Significanc e of the Study
Photograph s, among other artistic media, possess the capacity to directly
communica te ideas about individuals existing in an ever-chang ing environme nt.
Building a Web site that attempts to heighten an awareness of the photograph er's role as
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image constructor and transmitter of meaning will provoke students to reconsider
photography in their daily surroundings. Jonathan Bayer ( 1977), author of Reading
Photographs, discusses the perplexing and influential aspects of photography by stating,

"photographs that have interested viewers over the years and new images that have more
than cursorily challenged contemporary audiences have, in some way, demanded to be
read in order to be understood and appreciated" (p. 9). Bayer contests that images and
viewers are consumed in dialogue in which the observer, "discovers, argues, formulates
his own ideas from his own experiences and, in general, operates to come to terms with
the tensions aroused" (pp. 9- 10).
Photographs also have the potential to transmit tremendous amounts of
information about an evolving consumerist world. Denise Miller ( 1998), author of
Photography 's Multiple Roles, discusses the influences media-based photography, and

poses the following socially conscious questions: "What is the power of photography in
marketing? Is image everything? What does advertising do to you? What makes you
buy? Are you a target? What are you buying into?" (p. 30). Miller explores the
emergence of photography in the market (along with its role as art, science, and
document), recognizing its power to move viewers, generate discussion, and alter
perspectives. Building a photographic resource that heightens students' awareness of the
construction and impact of images may, in turn, affect their ability to intelligently assess
the enduring impact of their manipulative surroundings.
Learning how to decipher and discuss images and their messages is a skill that
comes with time and experience. A case study that concerns the construction of a

18

photographic resource holds the potential to reveal an educator's views on the importance
of photography as well as strategies that can be used to discover and discuss the
meanings that photographic images impart. These strategies may provide a wealth of
ideas for future museum and art educators.

Limitations
A case study is a valuable and informative tool in which a researcher can observe
and record the details of a particular scenario over time. It contributes detailed, personal
accounts of study issues and provides readers with an opportunity to experience the
whole of a situation. Though provocative and descriptive, it does not serve as a source
that summarizes the essence of all similar situations. An examination of museum
education through the lens of a single museum's production of a Web site provides a
limited glimpse at the vast world of museum education practices and internet education
provided by museums. Conclusions about the fields of museum education cannot be
drawn unless supported by further studies and research.
The procedures and consideration s outlined in this particular case study have been
developed by Cass Fey, Educational Curator at the Center for Creative Photography.
Though Fey's education methods have developed over time and are in part inspired by
the writings of photographic and art education intellectuals, the methods by which this
particular site has been constructed also reflect the intentions and goals of the Center for
Creative Photography as an institution as well as Fey's acquired practical knowledge.
The unique nature of an educational position that serves an institution and its collection
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holds connections to other teaching situations while remaining particular to the museum
arena. Pedagogical differences reflect alternative goals, audiences, institutional needs,
and job restraints.
It is important to note that there are differing perspectives on how photographic
art education should be taught. Photographic educators will choose to categorize and
discuss photography in differing ways. And, just as photographic education techniques
vary, so do art criticism techniques, each lending differing ideas and approaches to art
discussion. Additional differences exist within the realm of educational practice within a
museum setting. For instance, though museums have often incorporated lecture-based
educational approaches when discussing artworks, Fey tends to employ interactive
discussions that encourage students to describe and reflect.
And finally, encompassed in this study are the periodic difficulties of my multiple
roles as intern, text writer, researcher, and future educator. Juggling these multiple
positions and the relationships that ensued during this case study was a rewarding
experience although challenging at times. The educational implications suggested in
Chapter Four reflect my biases as a graduate student in art education, rather than the
realities of museum education experience.

Organization of Chapters
The following chapters will provide an overview of topics related to this study as
well as collected data and resulting discussions. In Chapter Two I will highlight
literature relative to the CCP case study, focusing on four educational arenas:
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photographic education, museum education, art education, and online education. I will
then organize the data in Chapter Three according to the development of the Diverse

Directions Web site, starting with Fey's educational history and ending with a detailed
account Fey's educational rationalizations for the content included. I then discuss, in
Chapter Four, the interviews conducted with Fey, and provide implications for the
continuation of the Web site.
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CHAPTER TWO
REVIEW OF LITERATURE

Few studies have been conducted on the educational effectiveness of museum
Web sites, and no studies, to date, have described the processes involved in creating
online teacher resources from a museum collection. As a result, educational themes and
fields that most closely relate to Diverse Directions will be examined within the review
of literature.
The research that follows is organized around four central topics that apply to this
case study: museum education, photographic education, art education, and online
education. Within these separate but related categories, I've chosen to summarize ideas
from articles that have close connections to considerations involved in designing the
CCP' s Web site. The included research pertains to Diverse Directions issues such as
methods of art criticism, structural factors involving photographic categorization,
museum-specific perspectives, and online educational considerations. An in-depth
examination of the categories allows for a greater understanding of the numerous
viewpoints that directly affect or pertain to the ongoing construction of Diverse

Directions while producing correlation between art education and museum education.

Museum Education
To one who has not practiced either career, an art educator and a museum
educator may seem virtually the same occupation. Both careers involve art instruction,

22

and both are highly involved with students. Yet, tremendous differences exist between
the fields. Robert Ott, former professor of art education at Pennsylvania State University,
explained,
The museum and the art classroom are not the same setting for teaching art.
Effective teachers realize that a museum gallery is not a studio art classroom, and
it should definitely not be treated as a lecture hall. Although the difference
between museum galleries where art is exhibited and school classrooms where
students often learn about and practice art becomes blurred at times, museums are
where viewers or learners contemplate and reflect upon art. (Ott, 1989, p. 173)

Responsibilities of Museum Educators
Whether the museum houses fine art or prehistoric artifacts, the aura exuded by
rare objects transports visitors into a process of visual discovery. This environmental
attribute is one of many factors that adds to the uniqueness of museum education. Due to
such contextual differences, career objectives also differ to fit the interests of visitors and
the format of alternating exhibitions. As defined by the American Association of
Museums (AAM) article "Standards: A Hallmark in the Evolution of Museum
Education" museum educators serve as advocates for multiple audiences. Their primary
responsibilities are to ensure public access to the museum's collections and exhibitions
and to create both the environment and the programs that encourage high quality
experiences for all visitors. "Public education in a museum is achieved through the
thoughtful application of audience analysis and principles of teaching and learning to the
processes of interpretation, exhibition and-where appropriate-to collecting and
researching" ( 1990, p. 78).
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In order to fulfill the educational mandate of museums as public institutions the
American Association of Museums ( 1990) outlines that all museum staff must work
together to insure the following:
the integrity, authenticity, preservation, and quality of the objects the museum
presents; the accuracy of information disseminated to the public; the
intelligibility and usefulness of such information to the museum's audiences; the
quality of its presentation; the recognition of the diversity of audiences and the
importance of intellectual integrity in the exchange of ideas and in the collection
and presentation of objects. (p. 78)
To coincide with these specific objectives, the AAM ( 1990) publication outlines
the duties of museum educators, including obligation to the public, educational
procedures within the structure, and educational responsibilities. Public-related aspects
of museum education include the expansion of an audience base through the extension of
educational efforts and art related activities. This expansion should strive to make the
museum accessible-physic ally, emotionally, and intellectually-to the widest possible
audience. Another public requirement of museum education is the continual
acknowledgment of the heterogeneous blend that constitutes a public, and likewise the
recognition of the unique needs and interests that exist. In addition, a museum's
interpretive practices should "acknowledge clearly the variety of cultural, aesthetic, and
intellectual perspectives that can legitimately contribute to the visitor's understanding of
a given exhibition, program, or collection" (p. 79).
Museum educators differ from one location to the next, as do museum collections.
Each educator brings new beliefs, ideas, experiences and skills to the position. However,
career attributes bind the museum educational experience. The AAM outlines
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knowledge, principles, advocacy, communication, evaluation, management,
collaboration, dissemination, and professional development as the core responsibilities of
museum educators. Specific practices within these duties include presenting and
interpreting with the collaboration of other professionals, identifying audiences and
describing educational purposes/program s relative to new exhibits, articulating clear
objectives in order to develop appropriate communication and interpretive strategies, and
involving others who can contribute to education policy and practices (p. 79).
On a more personal note, Terry Zeller, director of Museum Studies at Northern
Illinois University, describes some of the practicalities of the job, reporting that among
the aforementioned duties, museum educators may carry multiple labels, especially in
smaller museums. The museum educator may also be part-time curator, registrar,
opening coordinator, etc. Museum educators are also known to write for grants
frequently to fund programs for targeted groups. Education also occurs on a wide variety
of levels, considering the fact that the audience address may range from pre-schoolers to
senior citizens. Given the variety of tasks involved, museum education is clearly
complex and challenging.

Museum Education Methods
Museum education is directed towards diverse audiences and occurs most often
within a context where actual art objects are housed. The presence of such objects
establishes a unique environment ideal for teaching and learning. Generally speaking, the
public chooses to visit museums, and, according to George Hein, author of Learning in
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the Museu1n, it is therefore essential for museums educators to understand how visitors
make meaning from experience. In order for museums to structure educational methods,
they must first assess how and what the public is learning. He in ( 1998) summarizes the
mu seum experience by describing that people learn about themselves, the world, and
specific ideas. They make unique connections while undergoing new spiritual and
aesthetic experiences.
He in ( 1998) states that though museums are not efficient places for learning facts ,
they provide an environment where facts can be put into contexts, providing significance.
For this reason, he proposes several suggestions for museums. He emphasizes the
importance of providing learners with welcoming corridors and clearly marked entrances.
Exhibitions should be structured to allow visitors to connect what they do, see and feel in
the museum with what they already know about the world. In order to create such
connections, a museum may exhibit familiar objects among unfamiliar objects, thereby
accessing the imagination and memories of the visitors. Such an approach is considered
by Hein to be "constructivis t" rather than "didactic." Constructivis t teaching techniques
elicit interaction between museum educators and visitors. Hein suggests the use of
facilitie s that encourage individuals ' use of their personal learning techniques, citing
Howard Gardner's theory on the existence of "multiple intelligences, " which include
linguistic , musical, spatial, kinesthetic, interpersonal, intra-personal , and mathematical
intelligences.
Though a variety of educational duties and objectives have been described, the
practices that most fully coincide with the goals of Diverse Directions pertain to
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discussion techniques and photographic categorization. Each of these aspects will be
further discussed in the review categories Art Education and Photographic Education.
There are, however, certain educational practices specific to the museum setting have
been outlined in museum related literature. In her book Museum and Gallery Education,
Eilean Hooper-Greenhill ( 1991) discusses educational methods that can be used when
working with museum objects. She states that one of the most important procedures in
discussing objects is slowing down the observation process. "Given no guidance or help,
most people spend very little time looking at objects in museums or galleries, and the few
short seconds that are spent are rapidly reduced after the first two or three display cases"
(p. 126). It is therefore suggested that educators draw the learner in to discover the
characteristics of the art objects, noting, for example, the details in texture or form.
Greenhill also suggests that museum educators encourage learners to describe an object
verbally to someone who can not see it but has to draw from the description. Also,
descriptive writing exercises provide opportunity for reflection, especially when the
student is challenged to compare and contrast the qualities of two art objects of different
time, environment, value, or material.
Greenhill ( 1991) also notes the situational differences that arise when considering
age preferences. For example, younger children are more willing and able to suspend
belief, to enter into drama and role-play or act out stories. Themes with primary school
children therefore tend to be large scale and related more closely to everyday life.
Methods used with older children are active and "more cognitively oriented" (p. 123).
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In summary, distinctions have been made about the daily nature of museum
education practice, including the multiple considerations related to effective education,
such as age constraints, the limitations of the work itself and the space in which it is
housed, and the preparation needed to implement programs for a diverse public. The
information discussed carries implications for Diverse Directions in that it relates directly
to the considerations, goals, and constraints experienced by museum educators. For
instance, considerations and goals will often shift to fit the needs of the audience.
Therefore, and audience of a different age level or educational objective may necessitate
special educational considerations. Constraints may include the realities of the job, as
mentioned by Zeller. Difficulties may therefore involve limited collections with which to
work and time constraints due to multiple tasks.

Photographic Education
Photography was invented in 1839, and like preceding art forms, has been
researched and categorized in order to better understand it. The oldest and perhaps most
simplified system of photographic categorization proclaimed photography both a science
and an art. The camera, when visualized as an evolving mechanical mechanism,
becomes a scientific, intricate system of mirrors, lenses, and metal that can be
manipulated to produce an image. Undeveloped film is shuffled through a series of
chemical baths, the product is then projected onto light sensitive paper in a "darkroom,"
and after another series of timed-chemical immersions, an image appears. The process as
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a whole could only be arrived upon after much research within chemical labs, and when
pondered could be visualized as a series of experiments performed by a mad scientist.
The scientific processes involved in photography have resulted in a flood of
innovations and improvements over time. Yet, this scientific nature has also created
barriers from an art world that has frequently viewed the process as machine-like image
production rather than a hands-on, skillful creation of an internalized concept. Until the
photographic process is fully examined, it could appear that the photographer is merely a
spontaneous button-pusher-and the artist is the camera.
Indeed, photography is a science in that image construction is in part the product
of photographic tools such as the camera itself, lenses, filters, flashes, advancers, film,
etc. As stated by Denis Miller (1998) in Photography's Multiple Roles, "contemporary
photography informs us about our scientific world and, in particular, reflects back to us
the technical ambiance in which we live" (p. 143). Photography, however, involves
complex intentions and shaping of imagery-a technical visualization process that is not
unlike the conceptualization of any other art product in any available medium.
Photography reflects a series of decisions by the artist that are informed by aesthetic,
social, and political influences. Thus, the photographer is actually a selective and highly
visual image inventor (i.e. artist) with much to communicate about the world. It is
therefore accurate that photography be viewed as both art and science.
Many photographic art historians, art educators, and theorists have grappled with
the invention of educational photographic classification systems that go beyond this
simple science/art categorization. As in Diverse Directions, educational resources are
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structured for learning while often accommodating the various educational philosophies
and goals of the writer. A glimpse at how photography is deconstructed and categorized
provides a profound amount of information about the medium, its diversity, and the ways
in which it can be taught to students.
Terry Barrett, professor of art education at The Ohio State University, has written
multiple books on art criticism, one focusing specifically on photography. In his (1990)
book Criticizing Photography: An Introduction to Understanding Images, Barrett divides
photography into six categories: descriptive photographs, explanatory photographs,
interpretive photographs, ethically evaluative photographs, aesthetically evaluative
photographs, and theoretical photographs. Descriptive photographs are distinguishable
for their analysis of surface or environmental quality, such as photographs used to capture
images of planetary features. Descriptive photographers attempt to scientifically record
the subject matter in a way that is interpretively and evaluatively neutral. Explanatory
photographs provide inquisitors with answers. Common examples include a series of
photographs showing a bullet entering and exiting an apple as well as most press
photographs and photographic studies. They deal with a subject matter, "specific to a
particular time and place and that can be dated by visual evidence within the photograph"
(p. 56).

Interpretive photographs also seek to "explain," but they are less concerned with
photographic accuracy. As described by Barrett, "they are personal and subjective
interpretations, more like poetry than a scientific report" (Barrett, 1990, p. 60). Similarly,
ethically evaluative photographs attempt to explain and offer interpretations, but most
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importantly, they make ethical judgments about aspects of society through praise or
condemnation. Whereas other photographs make judgments about aesthetic issues rather
than social issues. Such aesthetically evaluative photographs portray what artists deem as
worthy of aesthetic scrutiny. These may include nudes that are faceless and nameless,
posed and lit for maximum aesthetic affect. Barrett's final category includes theoretical
photographs which he believes are important because they, "comment on issues about art
and art making, about the politics of art, about modes of representation, and other
theoretical issues about photography and photographing" (p. 68). This category includes
much of "conceptual photography" from the 1970s.
This system of categorization is intended to provide a method for mentally sorting
photographs, but not photographers. As Barrett ( 1990) stated, "Photographers tend to
make certain kinds of images with some consistency, but they also make departures from
their usual work. Most of Edward Weston's photographs fit within the aesthetically
evaluative category, but his photographs that condemn destruction of the environment
belong in the ethically evaluative category" (p. 71 ).
Barrett believes that the most important aspect of these categories is that they are
interpretive; that is, the system ofseparation deems that one must first interpret a
photograph before it can be reasonably categorized. He states,
We do not have to do much interaction to sort photographs into piles according to
whether they are landscapes, nudes, stilllifes, or portraits. But, we do have to put
a lot of interpretive thought into determining whether a portrait by Diane Arbus is
like a portrait by Joel-Peter Witkin or one by Richard Avedon and whether any
one of these is like a portrait on a driver's license or one made at a Sears
department store. (p. 74)
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Barrett (1990) also acknowledges the importance of other classification systems,
such as the time honored division from the early years of photography which separates art
photographs into two groups: pictoralist and purist, or perhaps more contemporari ly
defined as "manipulated " and "straight." The primary division consideration in this
system is the means by which photographs are made, reflecting early philosophical
differences in photographic approaches. "Manipulated " photographs were viewed as
hand-altered, and therefore more painterly, whereas "straight" photographs reflected a
mastery of the techniques, processes, and tools specific to photography. A "straight"
photographer composes the subject matter and the light settings so carefully that little or
no alterations need occur after the development of the negative.
Another way of categorizing photography is through the identification of styles,
which indicate a resemblance among diverse art objects from an artist, movement, time
period, or geographic location (Barrett, 1990). Photographic styles are most easily
identified by characteristic handling of subject matter and formal elements. For example,
Barrett cites three critics of Richard Avedon's portrait photograph, Boyd Fortin, Thirteen
Year Old Rattlesnake Skinner, Sweetwater, Texas, and determines the styles used by the
critics to categorize, though not overtly stated, are "documentary ," "fictional," and
"fashion." According to Barrett, "attending to style can be much more interpretive than
descriptive. Labeling photographs 'contemporar y American' or 'turn of the century' is
less controversial than is labeling them 'realistic' or 'straight' or 'manipulated' or
'documentary "' (p. 28).
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A glimpse at other photographic resources reveals that there is no set system for
categorization, due to differing viewpoints on how photography should be taught. Gilles
Mora ( 1998), author of Photo Speak, describes that many individuals are unfamiliar with
the numerous aspects of photography's complex history, processes, and aesthetics. Mora
introduces the reader first to a comprehensive photographic timeline, and then structures
his book as an A-Z listing of terminology which includes movements, techniques, art
schools, influential artists, and commonly used photographic language. Though he does
not use the three aforementioned categories (history, process, and aesthetics) to structure
the book, these influential photographic aspects are continually referenced and explained
throughout the glossary.

Photography: A Critical Introduction, is a commonly used college photographic
textbook. Written by Liz Wells (1997), it provides an in-depth examination of key
debates in photographic theory while placing them in social and political contexts. As
stated by Wells,
There are a number of published histories of photography which define the field
according to various agendas, although almost invariably with an emphasis upon
great photographers, historically and now. Few publications critically engage
with the debates about the nature of photographic seeing. Most are collections of
essays pitched at a level which assumes familiarity with contemporary cultural
issues and debates which students new to this field of enquiry may not yet have.
(p. viii)

Wells ( 1997) prioritizes the discussion of debates and theories, such as the
documentary role of the camera; the popular and the personal, including family photos;
the nature of the digital image and its affect on our perceptions of photography;
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photography in the fine art realm; and photography's link to advertising. As photography
continues to surprise viewers with new and interesting formats, Wells provides a text in
which she intelligently addresses the advent of technological change and its affect on
images and perception.
Photography's Multiple Roles, written by Denise Miller (1998) of Columbia
College, Chicago, categorizes photography into four broad areas: art, document, market,
and science. Miller furthers the discussion about photography by again incorporating the
science and art debate, but also adding documentary and market as separate but equally
important contemporary topics of discussion. Miller notes an important distinction about
contemporary photography by stating, "digital imaging has essentially transformed
photography, and therein represents a transformation in the nature of visuality.
Electronic imaging is increasingly used in science and technology, in the commercial and
industrial sectors, and now extensively in formal photographic education" (p. 45). Miller
thus reinforces the importance of including mass-media photography in photographic
education (and categorization) due to its ever-increasing prevalence.
It is interesting to note that this book was produced through The Museum of
Contemporary Photography at Columbia College, and is therefore subject to institutional
considerations, namely the promotion of the collection. It is therefore interesting to
consider how a selective museum-based glimpse at photography is shaped and discussed
in comparison to an all encompassing and unconstrained written account of photography.
This particular example therefore relates particularly well to the case study examined in
thi s thesis. Cass Fey continues to produce Web site material that contains images Center
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for Creative Photography' s collection. Institutional consideration s may therefore imply
that educational differences exist between one author's limitless categorization of
photography and another author's collection-specific categorization of photography.
In summary, authors and theorists demonstrate that photography can be
educationally categorized in a variety of ways. Jonathan Bayer (1977), author of the
book Reading Photographs (written as an exhibition catalogue for The Photographer 's
Gallery in London), reflects on the process photographic categorization and education
through the assemblance of a collection of images. He states:
After looking at a number of photographs it is apparent that the filed is enormous
and that the categories they can be placed into are endless. Whether landscape,
portrait, color, monochrome ... each category will have its own peculiar
vocabulary with which to become familiar. Convenience and expediency, given
the time and availability of photographs, have dictated that the show be pared
down to a small, rather arbitrarily limited area, with the hope, nevertheless, that
the tools used for approaching a small sample will still be of use for
understanding the larger entity. (p. 10)

Art Education
Production is, more often than not, the focus of an art classroom. From grade one
until high school, most art classroom experiences prioritizes the creation of art products
rather than the discussion of art products. However, within the field of art education, art
conversation has gained increased importance in the classroom. "The National Standards
for Art Education" recently structured content standards to include, "understandin g the
visual arts in relation to history and cultures; reflecting upon and assessing the
characteristic s and merits of their (student) work and the work of others; choosing and
evaluating a range of subject matter, symbols, and ideas" and, "making connections
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between visual arts and other disciplines" (NAEA, 1999). The four standards referenced
i1nply the utilization of discussion in the classroom in order to promote an understanding
of art as a process, as a tool for communication, and as a daily experience that affects our
perception of life.

DBAE:
The standards outlined above promote more than just "art making." Yet,
production is what we most often attribute to the art classroom. The implementation of
non-production activities references a common question that concerns the nature of art
instruction: what is the objective of art education? Some educators prioritize art
production and seek to create an atmosphere of self-expressive artistic discovery. Other
instructors may seek to instill a well-rounded knowledge about art as a whole through an
integration of artistic disciplines that involve art production while also addressing artistic
dialogue. An instructor's approach to this debate will reflect his or her philosophical
approach to education as well as the institutional values of the school or museum for
which he or she works.
In discipline based art education (DBAE) instruction in the disciplines of art is
prioritized and involves the inclusion of four major components in classroom curriculum:
art production, art criticism, aesthetics, and art history. DBAE goes beyond the
production of art products and seeks to develop artistic creativity and appreciation
through the acqu,isition of art knowledge.

36

In a DBAE classrooms, students learn to discuss aesthetics by addressing, for
example, the beauty and nature of art. Students learn to reference art history in order to
better understand technique as well as their role in artist evolution. Art criticism
exercises allow for students to develop the vocabulary and interpretive skills necessary to
communicate about art.
DBAE is viewed as a necessary component of general education because it serves
to educate the imagination, aiding in an understanding of daily experiences (Greer, 1997).
This art education format also serves template that can be utilized and adjusted from one
context to the next. Certainly, strong ties exist between museum education and the
practice of criticism, aesthetics, and art history. Developments and theories produced by
art educators investigating these three areas have led to an increased repertoire of ideas
and practices that museum educators can draw from, as can be seen in Diverse Directions
which draws upon both art history and art criticism.
Though many art educators believe in systematic methods of implementing the
disciplines into the classroom, DBAE best serves as a resource of educational strategies
for a museum educator. On occasion, studio areas for children have been successfully
developed as an outlet for their museum inspirations. But for the most part, the
i1nplementation of art production is not practical for museums due to limited educational
staffing, multiple educational demands, and the variety of interests and age levels that a
museum caters to. For these reasons, DBAE is not entirely applicable in the museum
setting. Yet in a museum environment filled with inspiring art objects, DBAE
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components such as art criticism, art history, and aesthetics provide wonderful
opportunity for students to verbalize and refine their observations and interpretations.

It is therefore within the practice these three disciplines where art education and museum
education most closely demonstrate congruency. Definitions and examples of art
education practice in these three areas provide a glimpse at the nexus between the
museum setting and the art education classroom.

Art Criticism:
The area of DBAE that most directly pertains to Diverse Directions is art
criticism. Art criticism, as described by Barrett ( 1994) in the book Criticizing Art:

Understanding the Contemporary, is derived from what we know about critics. A critic
is an art enthusiast who communicates with an audience through persuasive writing or
dialogue. Barrett observes that many critics believe that they are in the process of
learning as they communicate thoughts about art works; therefore criticism can be viewed
as an ongoing development. Within the field of art education, those who write about and
discuss art criticism are concerned with assisting teachers in the implementation of
methods of art criticism. Ultimately, this process is less an approach to art criticism (as it
is performed by "critics") and more of a way to view and understand the art world.
Though critics are often writers, art criticism is ultimately a thought process that
can be either communicated verbally or in writing. Most often, criticism within a
InuseUin setting relies heavily on verbal exchanges between educators and students,
though opportunity for written critical reflection can be easily integrated into post-
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viewing exercises. Aesthetician Moris Weitz (1964), encompassed both the verbal and
written aspects of art criticism by defining the practice as a studied discourse in which a
language is utilized to facilitate and enrich the understanding of works of art. Art
education professor Dr. Dwaine Greer ( 1998) describes criticism similarly:
Art criticism looks at understanding the meaning and significance of works of art.
Critics seek to inform and educate viewers (and artists) about current art, and so
they focus on art in the present. The practice of criticism takes the form of
spoken or written discussions about works of art in which art critics describe,
analyze, interpret, and evaluate artistic products. Critics strive to assess the
quality of works in order to distinguish the trivial or mediocre from the
significant. (p. 46)

As it is taught in the art classroom, art criticism often contains steps, stages, or
systems that provide a framework for the organization and expression of student
observations and interpretations. Systematic arrangements allow students to better
understand the dynamic nature of art. Barrett ( 1994) separates criticism into four crucial
steps: description, interpretation, judgment, and theorizing. Barrett depicts description as
a lively stage in which critics set up and support interpretations and evaluations. During
the process, critics use insightful and engaging language to describe art attributes such as
subject matter, medium, and form. Interpretations are "arguments" in which critics
attempt to persuade an audience. As stated by Barrett, critics "present their
interpretations not as logical arguments, but as persuasive literary essays" (p. 72).
Judgments are critical arguments based on definable criteria, and can be applied to many
aspects of the art. And, in relation to art theory, Barrett states, "the criticism of any age is
affected by and, in turn, affects aesthetic theory" (p. 109). Essentially, art theories
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provide intellectual strategies by which viewers and writers can approach art. The
symbiosis between art criticism and art theory fuels the ongoing artistic debate by
creating conflicts of interests, value, and preference.
This format developed by Barrett demonstrates an interdependen cy in that each
stage is reliant on previous stages as well as the ongoing philosophical debates occurring
within the art world. Barrett's framework only partially identifies with Feldman's ( 1970)
stages of criticism, which is the most widely accepted and long standing method of
criticism in art education: description, formal analysis, interpretation, and evaluation.
Feldman's "analysis" designates that individuals should place importance on noting the
interaction that occurs between the many art properties identified during the description
process. Feldman's stages could be viewed as more distinct and autonomous than
Barrett's meshing web of theory and critical practice.
Harry Broudy, art educator, also developed a system for studying works of art.
His Aesthetic Scanning Chart [Appendix A] breaks description into for categories of
observation: sensory properties, formal properties, technical properties, and expressive
properties. Students are encouraged to look for sensory properties such as line, shape,
color, texture, and value. Students are then encouraged to analyze the work through the
identification of formal properties, including organic unity, theme, variation, repetition,
contrast, balance, dominance, and rhythm. Technical properties are then addressed
through the identification of medium, tools, and techniques. Responses are encouraged
through the identification of feelings within the work. This includes the artist's use of
forms to express mood, social events, viewpoints, etc.
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The instructional frameworks described have recently come under scrutiny as
contemporary art educators have begun to acknowledge the importance of discussing art
from a more global and contextual standpoint. From this position, the use of frameworks
to facilitate understanding and instruction is viewed as worthwhile if and only if they can
accommodate the range of artistic expression strategies, relevant cultural associations and
ideas used in the works being studied (Elliot, 1998). Though the change in critical format
encourages a more postmodern approach, it is thought that an instructional paradigm that
simply replaces the procedures of working with modern art by those that provide a
postmodern perspective "will run the risk of exchanging one narrow paradigm with a
different, yet potentially equally narrow, viewpoint" (p. 121 ). The desired approach
would not abandon current, established frameworks, but include a more inclusive set of
critical distinctions which would effectively accommodate the expressive possibilities of
the postmodern and international worlds of art.
Some researchers argue that widely accepted stages of criticism are arbitrary if
not unnecessary. George Geahigan ( 1999) alludes that description exercises are often
Inisused in the criticism context. He states, "for any illocutionary act to be performed
successfully, there must (a) be a need for the act and (b) a speaker who is in a better
position to fulfill this need than an audience of listeners" (p. 223). Rather than focusing
on description, Geahigan suggests that criticism is best construed as a form of inquiry
and, as such, needs to be conceptualized as a form of problem solving. The criticism
would be structured not as procedures for talking or writing about art but, rather, along
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the lines of Dewey's theory of relative thinking, which would involve "personal response
to works of art, student research, and concept and skill development" (p. 224 ).
Robert Ott's (1989) writing, "Teaching Criticism In Museums," clarifies that all
theories follow a philosophical standard that is used as a base for the value of criticism in
art education. "Emotions, the context, artistic and aesthetic intentions, and ideals or
moral values" are often the criteria used to develop these theories in art criticism (p. 178).
Ott also noted that differences exist between schools and museums in terms of what can
be achieved though art criticism practice. Ott proposes a cooperative system based on
these differences called "Thought Watching and Image Watching," which provides for an
effective means of eliciting responses to art and art interpretations. Ott describes the
process as,
based upon the belief that students who produce art in the art classroom do this
best whenever they are guided by viewing and interpretative experiences of
criticism in museums. Museums, as educational settings for teaching art
criticism, thus become essential to art education, for art works provide the basic
art knowledge which is possessed in the museum and expressed in the art
classroom. (p. 173)
"Thought Watching" consists of preparation for responding to works of art
through games, activities, and performances that enhance and heighten skills of
perception and observation. "Image Watching", the second phase of the process,
involves "the integration of critical thinking about works of art and the transformation of
the concepts learned from this form of artistic criticism towards creative production in the
art classroom" (p. 184 ).
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Though a component of art criticism, the practice of photographic criticism
carries medium specific considerations. Barrett ( 1990) notes that a common method of
critically analyzing a photographer's work is to compare and contrast it to other work by
the same photographer, to works by other photographers, or to works by others artists.
Through comparing and contrasting, a student or critic is able to see what the work in
question has in common with and how the work is different from another body of work,
thereby furthering familiarization with photographic procedures and tendencies as a
whole. Specific photographic criticism techniques developed by art educators will be
further discussed in Chapter Three and Chapter Four.
Given the tools and systems of art criticism, the act of eliciting art criticism
discussion is perhaps the most challenging operation faced by museum and art educators.
Though seemingly systematic and stage-like, art criticism exercises often encompass
uncomfortable moments of silence and require quick thinking in order to continue the
flow of art related thought. Barrett ( 1994) includes suggestions for maintaining the flow
of criticism when viewing art. For instance, during description, he suggests that students
take note of the subject matter, medium and form through use of descriptive language,
restating the obvious in creative ways. Students should also describe what they see while
citing what they already know to be true about the work as a whole, whether that
concerns the history of the particular medium used or what is generally known about the
artist's tendencies. Educators must therefore possess the knowledge particular to the
given discussion so as to guide student response. The greater the knowledge base of the
discussion facilitator, the more productive and rewarding the artistic commentary.
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Interpreting a work is widely thought of as the most important task in educational
art criticism, although it is noted by Barrett (1994) as being "the most complex"
component of art criticism (p. 45). The declaration "art speaks for itself' is untrue as
even the most understandable, clear, and obvious works of art require an in-depth
examination. Barrett suggests that good interpretation is not considered absolute, but
rather a "reasonable, convincing, enlightening, and informative viewpoint" (p. 74 ).
Eventually, a well-conceived interpretation can be viewed as a respectable argument that
does more to describe the work of art than the critic's preferences. Examining an
interpretation as an individual's perspective demonstrates to students that it is possible to
have "different, competing, and contradictory interpretations of the same artwork" (p.

73).
Freedman and Wood ( 1999) observe that students tend to focus more on the artist
than on the viewer when creating responses and interpretations of art. The researchers
attribute this to the fact that art is often visualized as a self-contained, encoded message
or an emotional statement from the artist. In part, this "artist" centered approach is
instigated by the types of questions that instructors ask, including "what does this work of
art mean?'' or "how does it make you feel?" (p. 129). Yet, ironically enough, Freedman
and Wood document that given the right conceptual tools, students can learn to analyze
popular culture images-a process that heightens their understanding that images are
used to convince. The limited but present skepticism that they use to understand
advertising is seldom utilized to understand works of fine art.
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A possible reason for students' belief that popular culture, but not fine art, is
intended to influence, could be that popular culture images may directly teach
people how to "read" them. In popular culture, the intention to convince or
persuade is enacted through the juxtapositio n of signs that are thought to have
clear, previously defined associations. (Freedman and Wood, 1999, p. 139)

These observation s reinforce the importance of the questions being asked during
interpretati on practices, and perhaps indicates the lack of attention that art related fields
have placed on student formulation of questions relative to a work of art or a body of
work. In the article, "Critical Thinking: Crucial Distinction s for Questionin g," Linda
Elder and Richard Paul (executive director and director of research at the Center for
Critical Thinking at Sonoma State University) create clear distinctions between
instruction ally overused "one-system " and "no-system " questions and underused
"multisyste m" questions. "Multisyste m" questions are described as questions requiring
judgment, assessment of conflicting viewpoints , and the considerati on of multiple
interpretati ons. "One-syste m" questions require one right answer which can be given
with one agreed-upo n procedure for finding the answer, and "no-system " questions are
con sidered the least valuable to education because they allow no way to assess the
answers given. In most cases, "no-system " questions ask preference without description
of reasoning. For example, "do you like to make clay pots?" produces little or no
learning as prompted because students are asked to state personal preference without
reasoning or comparison . The researchers note that all content takes root in the mind of
students only if it transforms the way they think-this transforma tion is achieved only if
the content transforms the way they question. "Solely to the extent that students ask
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genuine questions and seek answers to them are students taking content seriously ... the
art of questioning is therefore essential to the art of learning" (p. 34). Instructors are
therefore encouraged to abandon overemphasis on answers while accentuating questions
(both in what is asked and through the encouragemen t of inquiry) in the classroom.
The implications for criticism are clear: look at what is being asked of students
and evaluate whether they are being encouraged to produce thoughts that reflect a nexus
of consideration s, or the simple statement of fact (perhaps the overemphasis of
description) which fails to challenge the way students question. And similarly, as
proposed by Freedman and Wood (1999), and Geahigan (1999), teachers should evaluate
to what degree they are challenging students to understand the visual culture and the
messages produced through art.

Aesthetics:
The National Standards for Visual Arts Education define Aesthetics as, "a branch
of philosophy that focuses on the nature of beauty, the nature and value of art, and the
inquiry processes and human responses associated with those topics" (NAEA, 1999).
As demonstrated through Terry Barrett's (1994) Criticizing Art: Understandin g the

Contemporary, aesthetic and criticism diversity includes modernist, postmodernis t,
feminist, and multiculturali st approaches. Barrett states that an instructor's
acknowledgem ent of this range of philosophical stances demonstrates to students that an
artwork does not have a single meaning and that multiple interpretation s are beneficial to
the field of art education.
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Aesthetics writings in art education have led to aesthetic teaching strategies for
the classroom. The book Puzzles About Art, edited by Margaret Battin, John Fisher,
Ronald Moore, and Anita Silvers, provides written aesthetic scenarios designed to evoke
thought and conversatio n from the artistically curious. The puzzles present difficult
scenarios having no "correct" answers. Responses to the artistic puzzles are based
entirely on the aesthetic philosophie s of participants. Throughou t the chapters of Puzzles
About Art, themes are incorporate d to contribute a well-round ed glimpse of aesthetic

debate. Themes include art and artworks; beauty, ugliness, and aesthetic experience;
meaning and interpretation; creativity and fidelity- performanc e, replication , and
reading; art and other values; and critical judgment.
Through the examinatio n of art related puzzles, individuals develop insights into
aesthetic issues and are ultimately provoked to test or challenge their aesthetic theories.
This system differs greatly from the more traditional methods of teaching aesthetics
through developed theories relative to specific examples and objects. However, it
necessitates an instruction al familiarity with the issues surroundin g aesthetics. Though
the puzzle should first be explored verbally by students, an educator should later be able
to direct conversatio n through continual provocatio n of clarificatio n and through the
identification and discussion of aesthetic theory.
It seems especially appropriate for aesthetics to be used in a museum setting, as

art museums often house works that are either err1braced or rejected by public viewers.
For a museum educator, discussion relative to these preference s could reveal aesthetic
opinions and provide segue into aesthetic dialogue. Aesthetic discussion can also be used
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to solidify one's own process of conducting art criticism. Barrett ( 1994) integrates
aesthetics into his framework for art criticism, as exemplified in his inclusion of "art
theory," which encompasses a variety of aesthetic stances. He cites modernist,
postmodernis t, feminist, and multicultural aesthetics and criticism as distinguishabl y
different and crucial in understanding the art world. Barrett therefore demonstrates that
the interaction and overlap of aesthetics and criticism is significant in creating a solid
understanding of artistic viewpoints and art criticism practice.
Aesthetic viewpoints are also discussed within the context of photography.
Differing viewpoints on beauty affect what the artist chooses to include within the
frames, and similarly, differing viewpoints on beauty dictate a viewer's response to a
work of art. David Finn, author of How to Look at Everything, describes that beginning
art viewers can utilize their aesthetic responses as an impetus for developing an
artistically-ed ucated eye. He states, "By looking carefully at the things that excite us we
can train our eyes to see what others may not notice" (p. 14). By noting and describing
these preferences to others, Finn believes that photography viewers (and viewers of other
media as well) can begin to exchange ideas about beauty, while increasing awareness and
appreciation of often unnoticed details.

Aesthetics, Art Criticism, and Visual Culture
Aesthetic issues carry great importance in contemporary art education discussion.
A number of concerns surrounding media influences on children and teens are present
among parents, educators, and government officials as repercussions of violent imagery
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have been connected to tendencies such as the rise in high school shootings and the rise
in adolescent drug additions. "Visual culture" is a contemporary term often utilized by
researchers, writers, and speakers when discussing the influential nature of such art and
mass media images. Though difficult to succinctly define, the term denotes the
tremendous priority we as a modern society give to visual products. Kerry Freedman and
John Wood (1999), art education professors at the Northern Illinois University and the
University of Minnesota, include in their definition of "visual culture" fine art as it exists
in a traditional sense, from museums for example, as well as art as it is presented in
multiple sources in our daily surroundings such as in television, computers, and
1nagazines. In addition, the researchers cite that as a part of our visual culture experience,
Americans are being confronted with the recycling of fine art images by advertisers in
order to portray a product that will be associated with high culture and good taste.
Today, even the most critical viewer is subject to the manipulation of
contemporary photographic imagery. Video, advertising, web images, television, and
product packaging are often absorbed at face value. The flashy and transient nature of a
TV commercial, a page of advertising, or billboard provides viewers with an opportunity
to create one, immediate response to the image. Freedman ( 1998) proposes that
postmodern classroom approaches to such media imagery could expose their inherent
potency and profitability, increasing student awareness of contemporary aesthetics. As
an introduction to her article, "Sharing Interests: Aesthetics, Technology, and Visual
Culture in Democratic Education," Freedman points out several ironic factors pertaining
to American visual culture:
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a. Madonna, (who has recreated herself several times through the power of image
manufacture) does not allow her daughter to watch television.
b. Educators and psychologists have criticized the United States Congress for
putting the details of Clinton's recent escapades on television and the web where
children will see it (instead of in the newspapers where they won't).
c. The argument for keeping the show South Park on television in the U.S. is that it
is designed as a cartoon, therefore, children who watch it will not take it seriously.
d. Each of these bits of information about American television was learned by
watching television half way around the world, in Australia. (p. 3)

Freedman asserts that these occurrences have emerged, in part, through the dynamics
of image making and viewing in a global culture that is placing more value on image
saturation than text-based communicatio n. She states that such computerized images are
brighter, faster, bigger, while effectively enticing and manipulative. To reinforce her
point, Freedman cites the movie Godzilla, which attached its advertising to companies
such as Taco Bell, Sprint, Swatch, Hershey's, Duracell, Kirin Beer, and Kodak. Each
advertiser enticed viewers to see the movie (several times) in the theaters and to buy the
video when it was released along with the advertiser's product. The movie had little or
no logical connection to the product through which it is being promoted, and kids became
the target of advertising campaigns inundated with movie clips and images of
promotional toys.
These images pose problems to the modern day public, they are creating issues for art
educators. Ultimately, Freedman states that formal analysis must be abandoned to make
way for an art education practice that would more directly affect the lifestyles and
mindsets of today's children and teens. Freedman's studies suggest that students tend to
focus on the surface level of information when asked to do analysis, rarely scrutinizing
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images for their multi-layered meanings. Freedman creates a strong argument for the
inclusion of postmodern criticism and aesthetics in art education. Fellow art educator
Terry Barrett describes postmodern aesthetics and criticism by indicating that
postmodernists are skeptical and critical of their times, embracing a wide array of artmaking activities and projects while often borrowing from the past and juxtaposing old
information with new contexts (Barrett, 1994). Freedman's postmodern statements stress
the importance of revisiting and deconstructing images which provides a multi-layered
understanding of a visual world and a more educated glimpse at the nature of images in
everyday aesthetics.

Art History:
Perhaps what comes to mind when discussing art history is a college lecture hall
with repeating slides and a monotone voice spouting dates from a microphone. Though
this scenario can be encountered in university classrooms from time to time, a museum
educator will seek to implement new ways of conducting art history as a process of
inquiry. Two specific procedures are outlined in the book Art History and Education by
Stephen Addiss and Mary Erickson (1993): replicative and generative inquiry.
Replicative inquiry is the rediscovery of information. This can be achieved through
procedures such as actively analyzing and comparing two works of art from different
time periods to reach conclusions about characteristics of the two periods. Another
activity would involve sorting reproductions into stylistic groupings and placing them
into chronological order. Generative inquiry prompts questions that have never before
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been undertaken, therefore the discussion leads into the unknown. Students are
encouraged to ask what is important to them in order to construct personalized accounts
of art history. In this approach, "students are challenged to ask new questions about
artists and artworks from the past, or they are challenged to inquire about more-familiar,
less-studied visual artifacts such as advertising design, fashion, local art, or popular art"
(p. 125).

As discussed in the section Photographic Education, much of how we begin to
understand art pertains to our ability to categorize. From the time of Aristotle, humans
have attempted to develop systems by which art could be compared and catalogued.
Systems have been developed on the basis of many different, personalized
considerations. For instance, Aristotle divided the work of artists by painting styles
including idealistic, realistic, or disparaging while many Greek writers compared artists'
use of color, attention to detail, and other stylistic features (Addis & Erickson, 1993).
Today, with the variety of art work being produced and displayed, it can be
difficult to develop a system by which to categorize works. Heinrich Woelfflin ( 1932),
twentieth century art historian, contributed a system of style classification to the field of
art history, emphasizing works of art should be divided according to personal, national,
and period influences. Yet, categories can be relative to even the medium, the range of
categorization sometimes referencing the evolution of the medium itself. As discussed in
the Photographic Education portion of this literature review, applications of the medium
in photography have at times defined historical categorization, as exemplified in the
co Inmon photographic categorization of "straight" and "manipulated" photography.
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Museums will always carry importance in that they house the artifacts by which
we catalog time and human evolution, whether through utilitarian relics or works of fine
art. Though the museum's tremendous educational importance is likewise understood,
we sometimes forget that in this day and age, we can turn to many resources in order to
see fine art. During the twentieth century, the field of art history was altered by the
advent of photography which led to accessible reproductions of artworks in print/poster,
book, or slide form (Addis & Erickson, 1993). Added to that list, we may now view Web
sites as instructional tools that utilize photography for educational purposes, as
exemplified in Diverse Directions.
In the museum, works are defined by their historical significance, and though
critical interaction is key in the student/museum educator dialogue, museums have long
held to the tradition of "lecture-based" informative presentations that are not intended to
engage as much as to deliver art historical facts. Yet, engaging criticism techniques are
growing in acceptance, especially when teaching students. As previously noted, criticism
is perhaps the most highly valued art education procedure implemented in Diverse

Directions, though it must also be observed that art history lies in close connection with
this procedure in that it provides the appropriate context to further thought.

Online Education
Unlike books and articles, Web sites are not always professionally edited or
sponsored. Although Web sites have the potential to display a wealth of educational
information, they are often created by professionals and amateurs alike and may reflect
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biases or fail to exhibit vital information such as the goals of the site, who the author is,
the date it was published, etc. This is decidedly true within the realm of both art
education and museum education. Web sites differ greatly across a wide range of
institutions and organizations, and the information presented represents individual or
institutional goals, values, and philosophies. As a result, informed viewers must accept
responsibility for determining the level of validity, the quality, and the goals each Web
site has to offer.
In her ( 1998) article, "The world wide web: Some simple solutions to common
design problems," Cleborne Maddux offers ideas on how to increase the effectiveness of
a Web site. Maddux states that the Web is, "dominated by displays or pages that have
been incompetently designed and executed ... the number of incompetent pages available
on any and every topic is threatening to overwhelm the ability of Internet novices to use
search engines to separate the Web wheat from the chaff' (pp. 24-25). Maddux
concludes that this difficulty of finding high-quality information is becoming a major
barrier to the fulfillment of the educational potential of the Web, and therefore proposes
that educators adhere to some simple construction rules, such as providing identification
of the page sponsor, providing appropriate titles, providing links to the home page,
keeping pages up to date, avoiding frames, and displaying paragraphs which describe the
purpose of the page.
Though structural details are sometimes neglected, many informative, navigable
Web sites have been constructed for use in art education contexts. Presently, the internet
is most often utilized in the field to create opportunities for educators to share ideas such

54

as lesson plans and art criticism exercises. "Posting" information for others to read is, in
a sense, an interactive exchange. However, Rod Sims ( 1997), Professor of Education at
The University of Technology in Sydney, Australia, states that within the field of
education interactivity is, "limited to products where interactivity is trivialized to simple
menu selection, clickable objects, or linear sequencing" (p. 157). In his article
"Interactivity: A Forgotten Art?," Sims discusses the importance of interactive
development, which he loosely defines as "human-computer communication," in which,
"interactivity can be viewed as a function of input required by the learner while
responding to the computer, the analysis of those responses by the computer and the
nature of the action by the computer" (p. 159). According to Sims, successful interaction
is best achieved through learner-controlled instructional interplay that creates experiences
that are meaningful and engaging. Sims therefore encourages instructors and technical
educators to further interactivity through the acquisition of a comprehensive range of
skills, including an understanding of the learner, appreciation of software engineering
capabilities, and instructional design skills (p. 158).
As stated by Sims, interactive considerations include layout and design factors.
The importance of creating a user friendly environment should not be underestimated as
Neil Johnson (2000) reports that an art Web sites can average between five and ten
navigational clicks before losing the interest of a visitor (p. 42). It is therefore necessary

to structurally organize information in a way that visually interests the viewer while
providing them with a quick and easy route to find what they want.
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As reported by Johnson (2000), author of "Tracking the virtual visitor: A report
from the National Gallery of Art," web logs can be installed in Web sites, providing
information about every request for a page of text, an image, an application, a movie, etc.
From this data, an organization can discover how many pages are being viewed by their
visitors, as well as the order in which they were viewed and the amount of time spent on
each page. The behavior of the visitor can therefore be monitored to provide design
feedback for site renovation. For example, the National Gallery of Art (NGA) web page
initially projected the entire collection online in a large database along with gallery
events, tours, films, schedules, a feedback section, and information on basic services
(Johnson, 2000). Over time, the staff added more content to the site, including, "online
features on artists, collection tours, virtual exhibition tours, teaching programs and
guides, exhibition brochures, and more" (Johnson, 2000, p. 43). Web site analysts
examining the web log realized that the site's original simple design was becoming much
more cumbersome with the addition of information and subcategories. After examining
other complex sites, the NGA decided to create a link to a site map at the topmost level of
navigation, "helping visitors orient themselves in the geography of a mass of online
content" (p. 43). In the end, the Gallery refined and reshaped the architecture of the web
site's interface to accomplish the following three goals:

The web-going public should be able to easily locate the NGA web site and its

online resources. Once they've arrived, web visitors should be able to quickly
find what they're looking for. When visitors leave the site, they should want to
come back again. (p. 42)
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A museum Web site relies heavily on the public's interest in exhibitions and
collections. The way in which information and images are provided determines whether
or not the public will revisit the site. Navigationally speaking, this puts much emphasis
on preparing designs that are user friendly. However, literature has yet to addre·ss the
museum educational considerations affecting teacher resource Web design. As the data
will indicate, such teacher resources must not only provide easy, understandable
navigation, but also information that can be useful to the desired audience (at this point,
most often students in the classroom). Interactivity and educational considerations
therefore should be considered as carefully as design factors.
The literature included in "Online Education" holds ties to Web site
considerations being investigated by the CCP's Curator of Education. Web site design
factors will undoubtedly influence the digital format of Diverse Directions as well.
However, design factors are not a part of this literature review as such considerations will
be made by a contracted Web builder rather than the CCP museum educator.

Summary
This chapter examined topics most relevant to the construction of Diverse

Directions. Within this specific context of creating an online teacher resource about
photographic diversity, considerations were informed by research and methods within the
fields of photographic education, museum education, art education, and online education.
Each educational domain contributes to Cass Fey's ongoing practices as a museum
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educato r. Chapter Three will present Fey's personalized accounts of consider ations
within these educatio nal possibilities.
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CHAPTER THREE
METHODOL OGY AND DATA

RESEARCH METHODOL OGY: THEMATIC CASE STUDY
The research involved in this Web project was structured as a thematic case study,
which indicates a focus on certain research themes. Fey's inspirations and decisions
contributing to the construction of the CCP educational Web site Diverse Directions have
remained the focus of the case study and observations revolved around the following
themes: the Center for Creative Photography and museum education; Print Viewing as an
existing educational program at the CCP; Print Viewing as an inspiration for the
construction of the Web site Diverse Directions; goals and uses of Diverse Directions;
the educational layout of the Web site; and information included on the site.
While conducting this case study, I adopted the role of both researcher and
participant observer. As a direct participant in the Web site creation, I was able to better
observe the decisions, alterations, and additions continually affecting the construction of
the Web site. Documentatio n of the construction process occurred through cassette
recordings of meetings, collection of written materials, and interviews recorded on
audiotapes. Ultimately, the dual roles allowed me to gain a unique participatory
perspective of museum education and photographic education while remaining observant
and reflective.
The setting for the case study was the Center for Creative Photography (CCP) at
the University of Arizona in Tucson. During the 1999-2000 school year, meetings were
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held at least once a week. Times and frequencies were based on the amount of work
being produced, the task assigned, and the schedules of both the museum educator and
the interns involved.
Cass Fey, Curator of Education, was at the center of all observations and
interviews. Having served as Curator of Education at the CCP for eight years and
previously as educational coordinator at the Tucson Museum of Art for seven years, Fey
had much to communicate about her educational experiences and instructional
preferences.
The Center for Creative Photography has deemed Diverse Directions an
educational program, and therefore the Curator of Education can utilize educational
interns to assist in the research and writing involved during the site's construction.
During the Fall Semester of the 1999-2000 school year, three interns including myself
worked on the project under the direction of Cass Fey. Each intern was a graduate
student enrolled in the University of Arizona's art education program. Though the
interns researched bibliographic information on the designated Web site artists, Fey
ultimately edited and wrote the final drafts for the Web site. Therefore, interns produced
materials through research, but made only moderate impacts on the final written content
included on the Web site. Because the intent was to examine the site content and
determine the factors that inform the construction of the Web site, the interns were not
interviewed.
During a year's time, the division of labor involved in the creation of Diverse

Directions took on a structured approach. Having already established the categories and
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artists included in the site layout, Fey designated one or two artists, each under a different
Web site category, to each intern. The intern then conducted research on the artist,
obtaining bibliographic information from a variety of resources including the Center's
library of books and journals, archives, and vertical files. When an adequate amount of
information was obtained, each researcher wrote a concise synopsis on the artist's
bibliographic history. Editing historical details and adding relevant insights required
tremendous research and effort. Group meetings often revolved around the process of
presenting Fey with a synopsis of bibliographic information obtained, listening to
suggestions for inclusion and exclusion of information, and then discussing ways of
linking the information to the category and images pertaining to the artist. Interns then
reworked the materials for the following meeting.
The selection of photographs involved a discussion with the interns as well,
though final decisions on image inclusion were again made by the Curator of Education.
On two meeting occasions, photographs by artists from the CCP' s collection included on
the Web site were displayed and selected in the CCP's PrintViewing Room (a facility
designed to allow the public to view any selected works belonging to the Center for
Creative Photography). The process of inclusion and exclusion produced insights as to
the objectives and instructional strategies involved in the site.
From January 2000 until July 2000, Cass and I worked together on the Web site
content. Therefore the working structure was altered to fit the pace of two individuals.
The writing during this period of time changed as we began to examine one artist at a
time, delving beyond the consolidation of bibliographic information and into the
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formation and refinement of questioning techniques relative to the work. As a result, Fey
and I obtained a broad, informed base of ideas pertaining to criticism processes that could
be utilized within the Web site when viewing photography.

Data Collection and Analysis
The data collected during this case study relates to Fey's inspirations and
decisions pertaining to the creation of an online teacher resource. Information
compilation involved methods such as interviews, participant observations, and
audiocassette recordings of scheduled meetings and discussions.
Participant observation was a valuable research method utilized in obtaining data
during the construction process. Meetings allowed for observations within a genuine
working environment, thereby providing opportunities to witness and record Fey's
rationalizations for the inclusion and exclusion of materials to be posted. I remained
reflective and open throughout, and felt it best to add my personal thoughts on the Web
site only when asked to do so. As discussed in Chapter Four, it eventually became
apparent that maintaining a good work relationship was as necessary as remaining
actively observant.
Interviews were conducted at the end of the school year (during the weeks of June
19-24, 2000 and June 26- July 1, 2000) to provide a summary of the year's progress
and to allow clarification of procedures and decisions. Though meetings were
continually recorded with audiocassettes, the interviews with Cass Fey revealed
important details about the construction process and provided a direct route to
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discoveri ng the basis for the structure and content included in the Diverse Directions site.
Interview s with the Curator of Education were taped and then transcribe d. Written
tran scripts were then reviewed by Fey and are included in the appendix of this documen t
[Appendi x C, D, E, and F].
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DATA
The data presented in this chapter consists of three general types of information.
The most abundant type consists of interview quotes. Interviews revealed a history of
learning and experience that has contributed to Fey's decisions during the creation of

Diverse Directions. The second type of data consists of observations recorded during the
work experience. The third type presents the information developed for Web site
inclusion.
The data is organized according to the aforementioned themes listed in the
methodology. This thematic structure coincides with the sequence of the questions
delivered during the interviews with Fey. This sequence first contributes information on
the Center for Creative Photography as an institution, providing segue into Fey's personal
reflections on the nature of museum education practice. Then introduced are Fey's
accounts of Print Viewing, the educational program that served as the impetus for the
construction of Diverse Directions. Fey then compares the PrintViewing setting and the

Diverse Directions Web site, and subsequently delivers personal accounts of the goals
and uses of the site. The information then becomes more specific, revealing Fey's
visions for the site's layout and the photographic information she considers most
relevant. The remainder of the chapter is organized around Fey's description of the six
approaches being used as categories for Diverse Directions and photographic information
that have been researched for inclusion within those approaches. Unless otherwise noted,
all quotes have been taken from interviews that were conducted during the weeks of June
19- 24, 2000 and June 26- July 1, 2000.
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In order to understand the interview quotes and observations, a conceptual
understanding of the site is necessary. As Diverse Directions is structured, it consists of
an introduction outlining the goals and uses of the site, which will then be linked to an
index of approaches. Each approach has a separate link, and when clicking on the link
teachers are provided with a summary of the photographic importance of the approach
and photographers that fit the approach. Browsers are then able to link directly to the
photographers within the category and explore bibliographic information about the
artists, CCP collection photographs by the artists, and questions that have been developed
relative to the photographs.

The Center for Creative Photography and Museum Education
In order to comprehend the data revealed in this case study, it is imperative to first
understand the institution at hand. The Center was founded in 1975 through the
combined vision of photographer Ansel Adams and then-university president John P.
Schaefer. It developed into a world famous museum and research center devoted entirely
to photography as an art form. Exhibitions in the gallery space include the touring works
created by both international and domestic photographers as well as compilations
representing components of the CCP' s permanent collection. The Center for Creative
Photography's current Web site provides a brief introduction to its famed attributes
through the following description:

Through a varied program of exhibitions, the Center for Creative Photography
actively promotes photography as a medium of creative expression and
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communication. The Center is unique in its position as one of the world's
largest repositories of the photographs and archives of artists who have made
distinguished contributions to American photography and photographic practice
since 1900. In addition, the Center holds significant collections of nineteenthand twentieth- century photography from around the world. Drawing on the
strength of its collections and exhibition program the Center offers a selection of
traveling exhibitions to domestic and foreign institutions. The exhibitions vary in
size, scope, and content to meet the needs of a diverse range of museum audiences
and provide large and small communities across the country and internationally
with unique aesthetic and challenging educational experiences.
(http://dizzy .library .arizona.edu/branc hes/ccp/ccp/te/trav el.html).
When Fey was asked to describe the CCP as an institution, her account
emphasized the educational goals:
Cass Fey: It [CCP] is a repository of resources from imagery to art to ephemera
and historical fact ... books, periodicals, video-tapes of artists, a stellar collection
and changing exhibitions. It's kind of limitless .... It's such a repository of
information that it can be a resource for almost anything or anyone. It depends
on what they're looking for.
During the interview process, Fey was also asked to explain the influences that
brought her to the CCP and museum education. She briefly described her experiences at
the Tucson Museum of Art, noting the recurring events that solidified her interests in
museum education:
CF: I moved up through that system. I was there eight years as their education
person, and really started valuing the relationship to the original works of art and
the fact that you could do teaching without having a lot of classroom
responsibilities. And that grew on me and it became my career direction. It
didn't occur to me to go back to [public school] teaching after that, although I did
teach art history at Pima [Community College] for a few years, and I really
enjoyed that.
Fey's increased respect for the art object solidified her interests in the Center for
Creative Photography, where the overarching mission is to encourage the appreciation

66

and study of original photographs. She commented on her initial and continuing interest
in the CCP:
CF: I know about photography, but it's not what I majored in. I understand the
basics, but I've always been kind of a populist in that I feel that people can learn a
lot from works of art, and the teaching aspect comes in there. Not about how to
make it. But what can we learn from studying it, which really became solidified
in my museum education background where we moved away from the making of
the object into the interpretation of an object or the understanding of how this
object came to be and what its value is.

A variety of tasks contribute to the daily experiences of museum education. Fey
commented on the multiple facets that constitute her position at the CCP:
CF: I'm responsible for all the educational programs -public and school. So,
that sometimes gets defined by the audience who requests use, although I do
outreach efforts to bring in audiences. [The audience is] primarily school, but
public also.

Print Viewing
As stated by Fey, the CCP offers a vast range of educational programs adequate
for almost any subject and any learner. As previously described, the Diverse Directions
Web site is being developed as an offshoot of an educational program at the Center for
Creative Photography called Print Viewing. In order to make the collection more
accessible, the Center houses a room equipped for print display. Complete with
protective plexiglass-covered shelving, the Print Viewing room provides a route by which
vi sitors, teachers, and students can examine selected rare and original photographs from
the Center's collection. It serves a private, personalized function in that visitors can
arrange to have any collection photograph pulled from the vault for observation.
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However, Print Viewing also allows for educational exhibitions that have been curated
entirely by the museum educator, which, as stated by Fey, facilitates a unique educational
experience for both the student and the educator. Fey described her initial attraction to
the CCP' s Print Viewing facilities:
CF: I always valued the Center's collection, and I always thought that it was a
great potential for things I enjoyed doing with classes and with programs. And
the fact that the collection was accessible through the Print Viewing room meant
that I could curate my own classroom exhibits. In essence it's like a classroom.
And that is extremely provocative. It's very energizing to do that.
Today, Fey is in her seventh year as Curator of Education at the Center for
Creative Photography. Through a variety of popular educational programs, including
PrintViewing , she continues to strengthen ties between the CCP and a vast array of
students and teachers. When asked to describe a Print Viewing session, Fey discussed the
following procedures and educational factors:
CF: The initial ones, I was approached by the Amphi school district
[Amphitheate r School District in Tucson, Arizona]. A couple of third grade
teachers were having their students create photo stories, and they were looking for
some enhancement to their project- something to give them some ideas .... I sat
down with the teachers and asked them, how are you approaching this? And I
listened and I said well it sounds like you want some straight, journalistic
approaches, but you also want some creative ideas ... for instance we have a lot of
fiction and a lot of dream imagery .... So, the average Print Viewing sessions for
those kids, because they were creating photo stories, would be to expose them to
the ten or twelve different approaches that are there, and talk about, how do you
think the artist did this, and do you think you could make this kind of photograph?
Just get them thinking in their own minds what they would have to do in order to
do that. ... They ask questions and I ask them for responses, and we sort of build
up to this mixed media, almost frenzy, with Judith Golden's mask book, which
they are just awed by .... And I want them to come away from here thinking
differently about what they thought they could do. I want them to understand that
there's not just one way to approach it. So, that would be a typical session with
those kids. Then there's a typical session with high school students, or even the
university .... And you just talk to them about it in a different way. You don't talk
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about making their own, you talk about well, tell me what you think this
photographer was trying to communicate with this work. You use the same
prints. You just approach it in a slightly different way. You approach it at their
level. Then if it's a writing class, you really get heavily into fiction and non
[fiction], mixing ideas, artistic expression, context. It depends on what they are
studying.
Over seven years of development, Fey's curatorial efforts have led to the
development of a fine tuned Print Viewing "exhibition" of educationally appropriate
prints as well as the development of engaging discussion methods that compliment her
selections. Fey discussed the rationale for her print selection:
Liz Bashore: Considering how extensive the CCP collection is, how did you
decide which artists were most important to include in the Print Viewing sessions?
CF: It was a combination of things. It was prints that I had worked with. It was
teachers telling me what kinds of approaches the students could take. It was
asking for their opinions. But ultimately, it all had to make sense to me. I
rejected some, and I started looking .... And I've always relied heavily on my own
intuition. I feel that it has to make sense to me, really make sense to me, in order
for me to educate someone else. It just makes sense, and I mean, it's kind of
autocratic, but it's worked and teachers have made suggestions too.
Fey also commented on the educational techniques used to initiate discussion
during PrintViewing :
CF: If you talk about these prints, they are engaging and everyone will talk about
them to some extent. And so I might say, alright I want you to spend five minutes
looking and then I want you to stop in front of the one you are most curious about,
or that you like the best or the least. And then you go around the room and start
talking about them. Or you let the work speak. The questions we develop really
lend themselves well. ... Once you've broken the ice a little bit, once they've
spoken or heard their own voice, it's better. So again, it depends on the group ....
My sure fire question for anything is what do you notice first in this work, and
they'll point right away because their eye was drawn there. Well, why do you
think you noticed this? And it gets them investigating and speaking.
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PrintViewing and Diverse Directions: A Nexus
Since the start of her career at the CCP, Cass has noticed the increased importance
technology plays in the museum setting. During a meeting on April 11, 2000, Fey
discussed the reluctance with which the CCP first approached the internet. "Go back five
years when we were babies in the electronic resource information game, and there was a
fear about what the Web would do to museum attendance. We've moved cautiously into
the Web site arena." Yet, as Fey continued, she described how a rise in hits on museum
Web sites have led to an increase in museum attendance as a whole. As a result, museum
attendance is up world wide, and Web sites are now being embraced as a method of
cultivating understanding about art and creating connections with potential visitors.
As the internet became a popular route for museum outreach, Fey began to create
a mental map by which she could translate her successes in PrintViewing onto the CCP
Web site:
CF: I know a good thing when I see it and I've been experiencing this work for a
number of years. And I've had a lot of positive feedback from instructors. I've
thought to myself, this would be fabulous out there. Look at the potential. ...
Usually when you have an exhibit, there are different artists and one or two
images by each photographer. This [Web site] has been set up to be a really great
educational exhibition with the purpose of educating about the Diverse Directions
artists have taken in photography. And it works really well for that.

Diverse Directions is fueled by the anticipation that it will provide an educational
extension that reaches beyond the brick walls of the Center, attracting visitors from all
over the world. Yet, there are differences between an internet setting and the
Print Viewing setting. As outlined in the following series of quotes, Fey's discussion
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about the contrasts, benefits, and drawbacks of the differing settings provided clear
distinctions and implications for both Print Viewing and Diverse Directions:
LB: What are the benefits of viewing photographs in the Print Viewing setting?
CF: Obviously seeing the original work, the original size, and presentation are
benefits to Print Viewing. Some of them are presented if they come out of a
portfolio that the artist has created, in which case everything is a part of the art.
In Print Viewing, you see all of the photographs in a row rather than kind of
clicking from one to another. The ability to ask questions and offer opinions is
important. And just that group interaction. Seeing what other people have seen
and hearing what other people have to say gives you ideas, rather than looking at
it alone.
LB: Are there any the drawbacks concerning the PrintViewing setting?
CF: The drawbacks are in conservation and preservation of the work. It's very
popular work and so we have to be extremely careful. Right now I'm editing
some of it so that I don't use all the same work every year because that would be
unfair to the work. It's not like it's a marble sculpture. These are fragile. So the
major drawback is in the handling, sitting on the shelf in lights, and people
pointing at them.
LB: How will the PrintViewing experience differ from what will be experienced
on the Web site?
CF: I see the Web site being much more multi-layered .... If you want more on
the artist, you' II be able to click on that biographical information and get much
more than we'd be able to say in a forty-five minute Print Viewing .... You can
revisit it. It's there. It's not going to go away .... You also don't have access to
all the information that will be on the Web site during PrintViewing .... An
advantage of the Web site is that there will be more selection. It doesn't matter
how many we add. This could be a ten year project. It just keeps growing and is
much bigger than what you can fit into Print Viewing. And I see it as that. ...
When teachers come [to the CCP], they are really excited and they are writing
frantically. On the Web site, the information will just be there. If they want to
pull off a lesson, it's there.
Structurally and conceptually, Diverse Directions has originated from Fey's
experiences with students in the museum setting, and for that reason it follows her
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personalized vision. When asked how she would describe her role in its production, Fey
described her duties, referencing present and future tasks:
CF: Well, I guess I'm the driving force. I have the content and I have the
information. I don't necessarily have the time and the Web experience. So I
guess I'm the choreographer, and I have to pull the parts together. ... Initially I
was trying to assign tasks to specific students to pull information together that
would be necessary as a starting place. And then I saw myself sort of sifting
through that and editing and adding things, making it sound as if it was coming
from one person's voice rather than four different people .... I've interviewed a
few artists, and I got some permissions, so it's a multi faceted task .... I mean,
we've actually mapped out strategies in terms of what it would look like. In my
mind the outline is in place, the approaches, the artists within the approaches, and
the photos for each artist. Questioning strategies exist. They just have to be
applied .... making it digital.
Fey was asked to reflect on her editing process, specifically during the scrutiny of
bibliographic information. Fey noted the influences that affected her decisions on what
to include and exclude from the site, commenting on the needs of teachers. Ultimately,
her dialogue revealed a sensitivity to the practicalities of the busy teaching lifestyle:
CF: I look at each one individually, and if it looks like a lot of text without much
information about what they are seeing, I might exclude it. ... It's hard.
Censorship is a hard thing, and by excluding something, in a way you are
censoring it. But this is not a book on each person. This is a quickish look at
what the possibilities are in a format that is usable and in a length that is doable
for teachers. They all tell me ... we'd like the information short and concise. We
don't have a lot of time for lots of information. We really need you as the expert
to tell us what is important. And I've listened to that. Part of that is me thinking
as a teacher, what is it that I really want to know about this person and about their
vision and about what I'm looking at. And that kind of guides what I include and
what I exclude. If it's not really enhancing, I'm not going to include it. The
same goes for question strategies. I want every question to make sense, and I
want every biographical piece to add something to the content. So that's where
my editing pen would come in: "This isn't necessary;" "This is superfluous."
The more non-necessary stuff you give to a teacher, the less valuable your
resource IS.
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Though Diverse Directions exhibits great potential, Fey admitted that there are
obstacles resulting from her lack of computer knowledge and the limitations of museum
staffing, as exemplified in the following interview quotes:
CF: Since I've never created something with the thought of it specifically being a
Web site first, that will be a part of my learning process. And I would be talking
to the Web person about that. ... I know the information that I want to impart, but
I won't know the best ways to invite people to partake.
CF: There are always some reality checks that need to happen .... For instance,
our Web, and I'll put this in quotes, "Web-master" is now gone .... We have
someone we can rent or contract. ... Unless you've actually worked out building
your own Web site, knowing what's involved, ignorance can be bliss and you can
just assign someone to do these things.
CF: I have very staunchly, actually, refused to learn all of the Web mechanics
because I don't want to be relegated to that role. That's what tends to happen in
tnuseums, and I don't want that. I'm a content person and that's what I say. At
some point I'll probably have a job doing that some day. But I know that the
more you know how to do that around here, the more you get called upon to do it.
Web site formatting requires multiple considerations and a long-term vision. Fey
described how conceptualizing the layout for the Web site went against her traditional
educational thought processes:
CF: ... when you're constructing your thoughts for the [educational] guides, at
least when I do, I do have a rather linear approach in that there is a start and an
end. And this is so different in that respect for me. It's just going to keep
building. It really is open-ended and that is challenging but exciting, and I know
that there's a lot of Web related tools that I don't understand and that will come
into play.

Goals and Uses of Diverse Directions
Fey has had clear goals for Diverse Directions since it was first conceived. For
the most part, the Web site serves as an extension of her experiences in Print Viewing,
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and though structured and utilized somewhat differently, it shares the same educational
objectives. Fey discussed her goals by stating:
CF: If you look at our [CCP's] overarching mission, to encourage the study and
appreciation of original photographs, my hope is that this [Diverse Directions]
would encourage a curiosity and interest in photography in general. ... I'd like
them [site users] to start thinking about photography in a different way than they
do ... to see it as a resource for learning, communicating, and creating if they
want to do that.
LB: Who is Diverse Directions for?
CF: Teachers. And I don't know if it is a particular teacher .... So that makes it
less limiting. I try writing the information for an adult who will read it and come
to an understanding of it. And then I expect that the teachers will teach to the
level of their students, taking bits and pieces of it. A photo teacher will approach
it very differently than a fifth grade teacher. But I think that they can equally get
things out of it. ... It provides great ideas for classroom assignments.
LB: How, specifically, will it be used by teachers?
CF: Diverse Directions will be used in different ways. A photo teacher might
choose assignments and might run off pages as examples .... The interpretive
questions and strategies work well for examining work for self critique and for
group critique. Certainly writing or discussion- applying some of the
suggestions on the Web and looking at images on the screen. In your scholastic
computer lab, you could assign that kind of thing. Or, looking at other
photographs but using some of the same interpretive methods, because they are
written in a way that you can use them again and again .... So it is getting them to
understand that there are strategies.
LB: In terms of getting the images into the classroom, we've talked about how
teachers would be able to do that, or is it that you see the photographers as
secondary to the approaches?
CF: Actually, I think I do because there are other photographers. I could
substitute fifty photographers for each approach. It's more understanding the
concepts and somehow applying them. But then again, they'll apply it in different
ways. There's no one way to do it. I just give them examples ... I guess it is
more like a concept. The possibilities - I like feeling that the possibilities are
enlightening.
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LB: In some situations an instructor may have had little access or exposure to
photography. When looking at, let's say Judith Golden's mixed media work
which is generally an alternative to what we usually associate with photography,
will they be able to find another artist to match that approach outside of the Web
site context?
CF: If they wanted to show examples, they'd probably print them off the Web ....
I would think that if the demand were great enough, then we could do slide sets
and charge for them. I've had a lot of teachers use our current Web site, and I've
never had one of them say, can we get slides ... Never one.
During the interview, I asked Cass to consider how she would measure the
success of the site. Stating that she has received nothing but positive feedback for the
programs that she has developed, Fey seemed certain that Diverse Directions would be a
big hit. She briefly discussed the necessity for feedback:
CF: I'd like to have that as part of the component actually, because now what
happens is that I' 11 get an email from a teacher who says, wow I just found your
site. I mean it's always complimentary because probably someone wouldn't
bother to write and say, your site stinks! ... I think if there was a place for
responses and for feedback, which would be important, and for requests and
suggestions. I don't know how that will take form. I will have to explore that and
see what's out there. What a fabulous place to get feedback. But, I don't want to
be the mediator in all of this.

Educational Layout of the Web Site
Fey's Print Viewing experiences have led to the development of educational
strategies. Such strategies have taken the form of photographic categories (e.g., straight,
manipulated, documentary, fiction, mixed media, and dream inspired photography),
di scussion techniques (e.g., Learning to Look; Angle, Frame, and Light; one word
response, etc.), and the spontaneous identification of educational opportunities. Many of
these PrintViewing experiences have been directly translated into the online teacher
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resource Diverse Directions. As previously described, the Web site is relatively simple
in structure consisting of an introduction, an index of approaches, links to approach
explanations and photographers that fit the approach, information about the artists, and
photographs and questions to accompany the artists. Fey further described the
categorical and structural development:
CF: I think it's going to have to start small and build. And so, we've built some
real basic concepts - the straight, manipulated, fiction, the documentary approach,
and the mixed media approach. Those are really strong approaches and they
make nice contrasts. I think we'll start with those and under each one there are
several possible artists.
LB: You were saying that straight and manipulated are two good ways to initiate
conversation due to the stark differences between the approaches. You then
tnentioned that in Print Viewing, the categories build up to mixed media. So do
you find that the categories become more complex?
CF: Well I guess I'd like to have the basic, underlying understanding of, is it a
straight image or is it manipulated image, because the underlying bias is that it is
the truth- that it's real. ... You want to show them how it's not real, and how that
is too simplistic. So it's a good foundation to build on because once you get into
the fiction and the mixed media, you are using the elements of the real world or
truth, but you are manipulating the elements. So it's just kind of a building block
approach. And I think if you threw in the mixed media right away, the
sequencing would be lost a little bit along the way with certain age levels.
Fey also described the approaches as viewed by a Web navigator:
CF: I think that a Web site is not a linear process regardless of how you arrange
things. And, I think that people will be drawn into certain aspects either by
artists' names, like Ansel Adams, or the idea of a mixed media piece or fiction.
So I will do it as building complexity or layers, but it's not going to be a, this is
the order you follow. People will pick what they want to go to first, and then they
will follow from there. And then if they are interested, click on another .
[approach].
LB: Each approach will be described to a certain degree. Can you explain why
this is educationally important?

76

CF: The site is made for teachers primarily. But if the average teacher, even if it's
an art teacher, hasn't taught photography and seen a lot of photographs, and if the
teacher hasn't seen a lot of photography books, it's kind of a mystery medium
because of the techy part of it- the technology and chemistry required. And it
remains a mystery for those teachers who have not had classes in it. I know
because I was one of those.
LB: What kind of information do you think you will include in a categorical
description or approach description?
CF: Well, pretty short and sweet ... discussing the camera as a tool. And in
terms of artistic vision, the camera is a tool of that. ... So, I expect I' 11 be trying to
explain it as if I were explaining it to a lay adult who looked at it. ... Just to lay the
groundwork.
Fey described bibliographic information as a crucial component in creating
relevance and meaning when viewing images. Fey also explained that the bibliographic
information included in Diverse Directions comes from a variety of sources. For
instance, Fey has utilized past research conducted when writing educators' guides to
accompany many of the touring exhibitions that are displayed in the gallery. In her
words, a guide represents her own research efforts which include, "probably fifty hours
of just reading, and asking, and searching, and looking." Fey also conducts interviews,
reviews the research of interns, and as a fine tuning mechanism, calls photographers to
fill voids in bibliographic information. Fey described the importance of this research by
linking bibliographic details to student discussion:
LB: Bibliographic information about the artist will also be included on this site.
How do you feel bibliographic information adds to a student's understanding of a

photographic image?
CF: It, for one thing, humanizes the work. It attaches it to a real person with
concrete background and experiences and ideas. For instance, knowing that
Ansel Adams grew up in California and was a huge environmentalist and Sierra
Club member affects the way you look at those images .... You can come away
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from the work with an opinion of it but then that knowledge is enhanced when
you get this other shaping information.
LB: How much information will be presented and what is most important for
students to know?
CF: Well, I always look for things that inform us about the work that you're
looking at. So, when I assign someone to research or when I'm reading
information, what I'll highlight is what resonates in terms of that particular work.
You want some basics. You know, and you also want what was interesting to
them, what they were studying, and who were their mentors that led them to this
body of work ... On a Web site you want pretty concise information that helps us
to understand the work. That's why I would include it; to help you understand the
work and also to relate to the categories that they are in.
LB: You also have discussed using quotes from the artists. What do you hope
that these quotes will contribute educationally?
CF: The inspiration behind the body of work or this vision that we can see when
we're looking at the work that is enlightening to us. And I think having it in the
artist's words is very powerful, because we're encouraging people to interpret
what they see, and we hope that resonates with the artist's own intentions that
they articulated.
Questioning strategies comprise a very crucial educational component of the
information being published on this Web site. They provide route to discussion and
assist in a student's ability to create meaning from the visual and textual facts they are
presented with. An examination of Fey's questioning techniques reveals the use of many
formal discussion methods, as exemplified in her implementation of Learning to Look
[Appendix A] and Angle, Frame, and Light [Appendix A]. Learning to Look is a
photographic guide that leads viewers through a lengthy process of formal analysis. It is
based heavily on Harry Broudy's Aesthetic Scanning Chart [Appendix A]. Angle,

Frame, and Light is another questioning process that leads viewers through the
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photographers use of these three photographic elements. Fey described the strategies
through comparison:
CF: Angle, frame, and light are, in my mind the three basic considerations a
photographer is making when they are setting up or taking a picture, and I got this
form photography teachers- and I asked a lot of them .... Learning to Look is a
real in-depth analysis that looks at almost every visual element that you can think
of. ... Angle, Frame, and Light are really three critical components, and they are
significant factors if you don't want to do a full visual analysis, because
sometimes that's daunting. It's also shorter. ... But it still allows you to look at
the real critical elements.
Though Fey draws components of Angle, Frame and Light and Learning to Look
into the questions that will accompany the photographs, she is including questions
structured specifically around the body of work being examined. As described by Fey,
these questions may link to image attributes such as content and bibliographic influences:
LB: You intend to use different questions throughout the site. Could you
describe how and why the questions will differ from artist to artist?
CF: First you have to look at the photograph itself, or the series of them. That
helps you assign them to certain interpretive methods .... Some would deal with
truth and fiction and some would have to do with the subject matter being
presented. Some would have to do with what the subject matter, as a whole,
contributes to your understanding of this person's vision. I think what you're
getting at is an understanding of the artistic vision of those images. And so there
may be a question pulled from the biographical information. How does ... Ansel
Adams's environmental concern and activism influence your opinion about these
images?
LB: How do you envision the questions being used in a classroom setting?
CF: I don't know. I think it depends on the teacher. ... I just posed four
[questioning] strategies to two hundred teachers in this last month, here in the
gallery. And then I went out to Utterback Middle School [Tucson, Arizona] for
the Fine Arts Institute and did four workshops with the same teachers. So, I had
them break into small groups. They each took one approach: one word, the three
effective questions, Angle, Frame, and Light, and Learning to Look. And they
practiced them for fifteen minutes. Then we went around and listened to what
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everyone had to say .... I said, do you see these translating into the classroom, and
there was a resounding yes. I could do this. All I need are the images. Okay,
well where would you go? You could bring your students here. You could have
them bring in images. Right away it started translating into other photographs,
which is fine.
LB: Which is what you want the teachers to do with this site?
CF: Yes, exactly, whether they come into the museum or whether they do it in
the classroom as a critical exercise .... So, I don't have one way of knowing how
they are going to translate it. I know that I am going to get them to see what the
possibilities are, and then they will translate it.
Fey's questioning strategies have strong educational links to art education
practices. The aforemention ed "one-word" approach is an interpretive strategy used to
initiate art criticism with students. Fey also cites Terry Barrett's (1996, February 14)
Center for Creative Photography speech, Talking About Student Art during which he
suggested the use of "three effective questions," including "what do you see?," "what is it
about?," and "how do you know?" Fey also utilizes Harry Broudy's (1985) Aesthetic

Scanning Chart.
Because Fey places great importance on art criticism, she was asked to reflect on
the aspects of art criticism that most influence her questioning processes. Fey described
the ways in which she extracts information from art education literature, filtering
criticism techniques to find what is most useful in the museum:
LB: Do you ever go beyond the artist's intent and look at something that might
be more youth applicable, or a goal that originates within yourself? Is that
valuable to you?
CF: Yes. I like to look at art criticism and art historical takes on work, but it
needs to make sense to me. And, if it doesn't I'll look for another way in .... I
always want the student to come to it as an interpreter. I've often built in
questions like, do you think this image succeeds in Ansel Adams's goal of
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wanting people to protect the environment? I do think it's important to have their
interpretations enter in, and so that would be a goal. certainly, for students.
LB: You were just alluding to criticism and that it must make sense to you before
you can translate that into a workable format. Is there a criticism system that
works for you or ideas that you've pulled from art education research?
CF: The format that works for me is wanting it to come from something you see
within the work and how that resonates from within your own experiences and
knowledge. So, it is the ability to articulate why you feel it communicates this.
Terry Barrett does that. Harry Broudy does that. ... You have to be able to see it
or it doesn't belong in the conversation. It keeps you from flying off on tangents
with your students .... And if they can see it and identify it, that's fine, but if they
can't they may just be goofing off or not really thinking and that shouldn't be
allowed into the conversation.
LB: So you refer to Broudy and Barrett among art educators?
CF: Those are two big ones to me because they've affected me in different ways,
and I see the benefits of each approach .... One thing that I just totally disagreed
with ... was that there was this quick and swift dismissal of Aesthetic Scanning
[Appendix A] as something that was just about formal analysis and was just old
fashioned .... Just that whole dismissal of something as not being valid I find
unfortunate, because in practice you find that you take bits and pieces of what
works best from the knowledge that you have. You know what works and that's
what you go with, and by and large, every teacher, every one that has worked with
these things, really likes Learning to Look. They get it, they benefit from it, it's
like a format they can use, and it talks very much about the content, not just the
formal analysis. Maybe that's just because I understand it better and was able to
write a really good guide.
LB: It seems to me that Aesthetic Scanning is formal in that it outlines ways that
one can examine all of the formal elements. But it seems that it provides
opportunity to go into interpretation. Maybe the researchers don't recognize that
because it is not outlined in that way, or it is somewhat assumed that the
practitioner will know how to do it. It doesn't detail specifics for interpretive
practice, and it is more description oriented-but it allows for interpretation to
happen from there.
CF: Well it elicits that [interpretive] information. I mean Harry Broudy did that.
He would say that to us, based on what you have seen, what does this
communicate? And then back it up .... Anyway it is interesting because I think
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essentially they [researchers] are doing the same thing. They're just going about
it in different ways.

The Approaches and Artists
Research can be a daily practice conducted on a variety of levels. Though Fey
stated that she is not focused on publishing research, her museum experience s have been
utilized as the research by which she frames her current educationa l practices. The
formation of approaches for Diverse Directions is a good example of Fey's practical
knowledge. Utilized as a logical framework, these approaches will determine the ease
with which information can be sorted, delivered, and taught.

Straight Photograp hy and Ansel Adams

Straight photograph y is one of two introductory approaches utilized in Diverse
Directions. As explained by Fey, its simplicity provides connection s with our most

common photograph ic experience s:

LB: How would you describe the approach "straight" photograph y?
CF: It's a pretty pure approach. Straight photograph ers tend to believe that
what's before the camera's lens is, in and of itself, enough to create a work of art
-and that's their vision. A lot of it has to do with picking, of course, the scene,
and framing in a way that tells the story they want to tell. But, they are interested
in a pure form of photograph y that doesn't delve into changing the negative,
changing the color, or getting away from what was there when the shutter was
clicked.
LB: What artists are included in this approach?
CF: Certainly Ansel Adams .... Paul Strand would be a good one. I think I would
want a woman. Maybe Imogen Cunningha m would be good because I also think
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it's important to see the visions of diverse photographers and because she was one
of the first women to make her living as a photographer. Paul Caponigro. Marion
Palfi, but she's also documentary. So, it's a little gray.
LB: Within straight photography, is there a reason you've chosen, let's say, Paul
Strand and Paul Caponigro- these artists over the hundreds of other artists
contained in the CCP collection? Why is that?
CF: Because they clearly define the style as straight and because they are classic.
They are well known. Again, if it is clear, then it's successful. If you confuse
someone when they are reading a resource, you'lllose them. So they are clear
examples in my mind. When it really makes sense to rne and I can articulate it to
someone else, and then I get the feedback that "oh yeah we got it," or "that was
great." That's what I want to hear.
LB: At this time you have developed Web site information on Ansel Adams.
What bibliographic information about Adams's life would you consider to be
most educationally important for Diverse Directions?
CF: Environmental connections and his straight approach .... The darkroom
printing, his techniques were so well known. Other artists would send their
negatives to him to have him print from them, just to see what he would do with
them. He was just an unsurpassed printer and wrote all these books on it. And
you can see that when you look at the work. It's just so technically beautiful. So
those would probably be the three key elements for me.
LB: Based on your educational experience and what you know about Ansel
Adams's work, what types of questions would you use to elicit discussion about
his photographs?
CF: We picked this series of photographs [Aspens, Northern New Mexico, 1958;
Moonrise, Hernandez, New Mexico, 1941; Moon and Half Dome, Yosemite
National Park, California, 1960; Nipomo Dunes, Oceano, California, 1950;
Roots, Foster Gardens, Honolulu, Hawaii, 1947; Winter Sunrise, the Sierra
Nevadas from Lone Pine, California, 1944; The Tetons and the Snake River,
Grand Teton National Park, Wyoming, 1942; Fern in Rain, Mount Rainier
National Part, California, 1942] because it shows a range. I mean, instead of
picking a series that Ansel Adams did, like Yosemite, we're showing a range of
work, close up intimate details as well as those vast vistas .... I would talk about
that. You know, simple questions like "what is Ansel Adams subject and how
does he interpret it? " And," how does one feel about the landscape or the
environment after viewing these images?" And all of these would be supported
by, "why do you say that?" or "explain." "Discuss how Ansel Adams saw the
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beauty of nature in raindrops on a fern as well as a mountain vista in the
distance," or something to get that aspect in .... I probably would add a question in
about, "how does Ansel Adams's involvement with the Sierra Club and
environmental issues inform your interpretation of this work?"

Manipulated Photography and Jerry Uelsmann
Two "foundation" approaches remain key components of Fey's Web site and
Print Viewing educational processes. As demonstrated, straight photography links closely
with the ways we utilize cameras in everyday life. Manipulated is, perhaps, the other
extreme. According to Fey, artists recreate reality by altering the negative. Fey was
asked to further explain this approach and its educational implications:

LB: Manipulated photography is another approach you include. Describe what
is meant by manipulated photography.
CF: Yes, somehow the actual negative is altered or manipulated. In the case of
Jerry Uelsmann, he combines different images from different negatives, so that's
one way. But another way is to scratch or cut, superimpose, or sandwich
negatives. So somehow, the negative is altered or changed.
LB: Why educate students on manipulated approaches?
CF: It is one of the approaches that is relatively unknown .... It takes photography
out of the realm of being the recorder of reality, which is real significant because
most photographers did not want to be relegated to picturing reality .... It's
experimentation. I mean, photography always has been about experimentation
with the actual tools, and this is a good example of that- the kind of imagery that
you could concoct or create still using the camera's tools, but manipulating them.
LB: You recently interviewed Jerry Uelsmann. Based on your interview and
what you already know about the artist, what bibliographic information do you
consider to be the most educationally relevant when viewing Uelsmann' s work?
CF: He was really intent on the fact that his art is kind of for art's sake. He
makes this work because it's interesting and provocative to him. And, he realizes
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that he's not moved into postmodern and he doesn't care ... remember the gothic
cathedral 1nerging with a tree stump, then the gothic cathedral statue. We saw the
gothic cathedral used in different ways, which really speaks to his image bank and
that was strong in my mind .. .. His intent is just to make visually interesting
imagery that he finds provocative, and it's a bit self-centered.
LB: It's interesting that he approaches his photography in that way because
certain artists approach it with a message and they want the viewers to grasp that
message. Yet, he's giving viewers the freedom to interpret.
CF: And he kept saying that. Well, what do you see in it? ... That's why there's
no one approach. They come with different intentions. And he is one of those
people who says, I know what I see in it and what I like, but what do you see in
it?
LB: Based on your educational experience, what types of questions would you
use to elicit discussion about Uelsmann' s photographs?
CF: This is where PrintViewing makes good sense, and this will translate to the
guide. It's a contrast and comparison because in the Print Viewing we introduce
the concept of straight photography which is then followed by the manipulative,
which is so clear when you see it. ... They're so distinct and you can analyze them
in that way, and it's a good place to start with your questions. In fact, in the
PrintViewing room, we'll say things like, Ansel Adams photographed the real
world. Are these the real world [Uelsmann's photographs]? There's always a
real mixture when it comes to the responses because they are complex. They are
real world images but they're not seen in a way that you would see them unless it
was in your mind or in your dreams, or if you were hallucinating. So, definitely
we would ask those kinds of questions and certainly get into technique here. How
do you think these were created? ... Now they simply think it's computers, which
is interesting. So, you simply have to get back to the darkroom process since
they're created from combining parts of different images, and talk about that.
Interpretation is a key component to art criticism. Fey repeatedly referenced her
art education ties through the utilization of Aesthetic Scanning Chart techniques and
Terry Barrett's (1996) three questions: "what do you see?," "what is it about?," and
"how do you know?" I asked her to describe her positions on interpretation in art
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criticism and the ways in which she seeks to familiarize both students and teachers with
the interpretive process:
LB: When we were talking about Uelsmann' s interview, you were describing
how he appreciates that a viewer approaches his photographs with their own
interpretations of the work. In a situation like that, where you are not clear about
the artist's purpose, how do you elicit interpretations from students?
.CF: I think that you would talk about the range of possibilities and just start
getting some of the opinions, and then discuss the fact that particularly when an
artist does not have an expressive objective ... that it's important to see how
different people will explain it. And it's a really good time to say that this is what
the artist wants you to do and invites you to do when you view this work. And
talk about the fact that different interpretations have to do with your own
individuality as viewers, your range of experiences, your biases, who you are.
And I tend to move into things that they are more familiar with, like going to the
movies or all reading the same book, and you might have to bring different
interpretations of that, and that that's all right if you link it to your own
understanding of the world and to what you see. That's valid.
LB: DBAE translates into a classroom if and only if the teacher chooses to
prioritize those disciplines. But the reality is that in a classroom, the studio is
often the focus. so·, when they are coming to the CCP or coming to the site
Diverse Directions, and they are looking at these very in-depth descriptive and
interpretive questioning strategies, how are you providing them with examples
that will solidify their own interpretive know-how? Because it seems that
delving into the practice of making art might leave them with a void in their own
practice of knowing how to interpret.
CF: Kind of a broad question .... I think that by validating what they are saying in
the Print Viewing room, and perhaps contrasting it to another child's response, and
then encouraging other responses by saying that it is good to get different
responses. You know. This isn't two plus two equals four.
LB: What are a couple of other things you might say to teachers when their
students are giving interpretations so that they can use that as a guide?
CF: Citing details and saying, have you ever had an experience like that? I tend
to use my own experience to show it's okay and it's important and it's valid to
bring out your own personality and your own experiences in this process.
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LB: You might demonstrate to the students your interpretation and how the work
relates to you?
CF: Yes ... an idea comes to your mind, if I can relate it to my own experience, it
opens the door for them to do that. I'm just modeling behavior and responses ...
when the teacher does it, the kids just love that. It's very validating because I'm
just this person they don't know, but the teacher is very important to them.
LB: Ultimately, you're teaching them [instructors] how to elicit interpretation.
Will you bring that onto the Web site?
CF: Absolutely.

Docwnentary Photography and Lauren Greenfield
Many of our daily experiences with photography connect us to images that are
intended to "document." An example of this is a photograph accompanyin g a news
column in the daily paper. Though such documentary photography is not always
con sidered to be "fine art," it holds connections to that which has been elevated to high
art rank. In essence, a breakdown of documentary photography can assist in the
development of photographic awareness, allowing both students and teachers to
recognize the intentions and affects of images that surround us on a daily basis. Fey
stated, "It's about having an opinion and learning to question something. Learning to
decide for yourself what's real and what's made up and what's manipulated." Fey's
justification for the inclusion of a documentary photograph references "truth" repeatedly:

LB: "Documentar y" photography is another approach you include. Describe
what is meant by a documentary approach and why you believe it is educationally
significant.
CF: Interesting question because it's hard to do that generally for a non-photo
audience because in the world of photography that's been an ongoing debate.
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That said, I will say that documentary photography is made for the purpose of
recording a situation or an object or a person for study or for preservation. So,
you are in fact creating a document. So, it implies that it is truthful, and objective.
And that's where the gray areas start coming in because in truth all photographs
are the result of someone' s artistic interpretation. So there are arguments that
there is no such thing as documentary photography. But, for the purpose of this
particular project, it will be photographs that are taken with the intent of recording
or documenting something specific.
LB: From what you already know about Lauren Greenfield as an artist, what
bibliographic information do you consider to be the most educationally relevant
when approaching her work?
CF: Well I think it's real important to know that she's from California and that
she grew up in Venice, and she's not that old .... I also think that they would like
to know that she's known for quick takes and moving and taking her photographs
fairly fast so that she can keep up. She likes to accompany and keep up .... And
that she's known for building a rapport with her subjects, and half of that has to
do with the fact that she looks young. She's small and she's wearing jeans and
carrying a backpack. She's not a huge outsider. She can get comfortable, and
people can get comfortable with her. She's engaging.
LB: What questions will be used when viewing Greenfield's work?
CF: Well this is really all about relating it to themselves when they were growing
up .... How powerful is peer pressure in influencing and perpetuating youth
culture ideas and standards? That would be a great one to have students talk
about. These are the good Terry Barrett questions. I see the young girl standing
on the scale and she's so thin, and right next to her are all the teen magazines.
What do you see in this photograph and what is it about, and can you relate to
this? You could probably talk a whole session on that one image, really
exploring youth culture.
LB: What kind of activities would you then suggest?
CF: Questioning strategies as they appear in the educator's guide. The thing is, it
depends on the class again. If it's a writing class, maybe small group discussion,
because adolescent issues can be really difficult to talk about in front of an entire
class .... The one word response would be really interesting with these, and the
discussion with why they picked that word would be really powerful. I guess just
the strategies I'm used to using.
LB: What other artists will you include in this approach?
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CF: I think we'll have to and want to include W. Eugene Smith, who is known as
the sort of father of documentary photography .... Marion Palfi is a woman whose
work I admire and it's very powerful. ... Lou Bernal as a regional docu1nentarian.
That's probably who I would limit it to.
LB: In terms of why they've been chosen, educationally- you've talked about the
historical relevance of W. Eugene Smith, Palfi' s linkage to very sensitive civil
rights issues and how that might have changed views in society, the regional
aspects of Lou Bernal and the contemporary images produced by Lauren
Greenfield. So, through this broad scope you're trying to cover the major ways
that photographic documentation is used?
CF: Yes. I guess so. Also with Marion Palfi, she's so unknown .... She had a
hard time getting her work published because it was not what people wanted to
see. It was before its time. And, in a way I think the field owes her. ... It's also
showing some of the unknowns with the well-knowns, the stars of the fields. I
like that. ... You know, when you're looking at documentary there's also always
this purpose of the project. I mean, W. Eugene Smith was working for the big
picture magazines . . . Lauren Greenfield's was a museum and book project.
Marion Palfi' s was what she wanted to do. She came here as an immigrant and
was shocked with some of the conditions she saw, particularly with black
populations here, and she wanted to photograph that. Lou Bernal was very
interested in exploring the Barrio, the sort of endangered neighborhood . So there
are a lot of different intentions.

The dialogue that ensued from our discussion of Lauren Greenfield touched on
the tremendous influences of the media, and the need for students to remain aware of
such manipulative influences. Fey commented on the role "documentary " photography
plays in raising critical awareness among students:
LB: You have stated that the general public approaches photography with the
bias that photographic images represent truth. Where does this bias originate?
CF: With our own knowledge. Your own understanding of anything begins with
what you already know. So, what we know about photography in the non-art
photography world is that we use cameras to record things that we want to
remember- birthdays, vacations, slumber parties. And you click the shutter and
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you're not positive of what you're getting, but you have a pretty good idea of
what you are getting.
LB: So are you saying that our use of the camera for documentary purposes
might contribute to that bias?
CF: Right. And then, sometimes it's too real. Oh, I look fat in that one. I'm
throwing it away .... So, we are also manipulating the memory as we're
manipulating the screen when we photograph it quite often. Smile for the camera.
You know. How often have we heard that growing up? ... We know that the
camera shows us things we don't want to see. Sometimes we want our truth to be
better than the experience or than the actual scenario was.
LB: So how does that link to why this is educationally important to students?
CF: A lot of them [mass media images] are photographic images, whether they
are still or moving, video, movies, magazines. And, just think about how much
our opinions are influenced visually. And Lauren Greenfield is a good one for
looking at this because the premise of her project was how media influences
youngsters growing up not only in this area, but it spreads all over the world to
wherever access to media is available. So, that means movies, teen magazines,
MTV, those kinds of things .... And, anything that helps us understand that and
how these media images are concocted is a step in separating reality out of fiction.
Because often they are creating fiction out of these models because they are
airbrushing them, and creating something that's not obtainable and not real. So I
think that's real important. ... And how that affects you, particularly in a consumer
kind of society like we live in. So it's really about learning to interpret an
important tool that's out there and that's feeding us information as well as
interpreting it for artistic vision and communicatio n. How to decipher, how to
interpret and form an opinion about what you see in images, but also how to
perhaps use this as a tool for your own expression. So there's lots of different
ways to go about educating from it. Most of it has to do probably with just the
visual literacy aspect- understanding images and how they are contrived, and
what we can learn from them is very important.

Fiction Photography and Arthur Tress
At times, photography takes on a narrative tone. Artists construct personas and
scenes that are used to create a story through a series of works. Two such artists are
featured on the Web site Diverse Directions. Arthur Tress has created numerous
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narratives involving elaborate sets containing flea market objects. Artist Tseng Kwong
Chi produced works featuring himself as an "ambiguous ambassador" visiting tourist
attractions around the world. Fey described this unique approach and the ways in which
Tress and Tseng connect with students:
LB: "Fiction" is another approach you include in this site.
meant by fiction approach.

Describe what is

CF: When you're creating a scenario to be photographed, you're not going out
into the real world, or you're rearranging things in the real world. You're creating
a scene specifically to photograph it. Often in the PrintViewing room, we'll talk
about the difference between fiction and non-fiction, because they all know those
things. It's something that you've created. It comes from the imagination.
LB: What other artists would be included in this approach?
CF: Actually, I would really like to show Arthur Tress's series on shadows too.
That would be interesting because then you are showing the range of a particular
artist. ... Certainly I wish we had more Vik Muniz. He's great for that. Ruth
Thorne-Thompson's pinholes .... They are all black and white and they are all
pinhole images, so they are really pictoralist and kind of hazy and nostalgic
looking.
LB: What questions will be used with Tress's work?
CF: This work would be really confusing if you just see one. So, we ask students
when they are looking at the series, what do they see that's the same in each of the
images, so that they can focus in on the fishtank .... They see the fishtank, and
they see there are all sorts of objects in it. And then you say, well tell me about
those [objects]. Do you see the same objects or different kinds of objects? What
do these particular objects represent or what do you think they stand for? ... I
introduce the concept of the fishtank as the stage. This is the stage that this artist
is telling his story on. The story has a theme. So, again, there are all these
literary connections. And, his theme is fiction. But, it's based on things like
pollution and humor and war and intelligence .... Where do you think he finds
these objects? Where would you see something like this? ... That's
biographically important, that he frequents flea markets, antique stores, and
garage sales, looking for objects of interest. And then it becomes the process that
is interesting. Sometimes you get your ideas from the objects that you find.
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LB: Describe how students react to the work of Tress.
CF: They like it. They are intrigued. The colors are rich and the work is large
and shiny. We put a selection out that we think will interest them. We have that
range of the historical, the humorous, the war related, and the pollution, so they
kind of get the scope of it. ... Kids just loved it. In fact, they'd start walking
around and telling you what it's all about. In this case there is a narrative to
accompany the images, and so we'll bring that in. He wrote quirky little poems to
accompany the images. Sometimes they are sort of sweet and sing-songy. But
there are always issues. Like the pollution is a big one with him, and it's told in a
way that he hopes people will pay attention to it. .. with the dirty water and the
skeleton in the fishtank. Those are pretty powerful symbols. And the hope.
There's a sweetness to him that comes out in these.
LB: Based on your educational experience, what types of questions would you
use to elicit discussion about Tress's photographs or a fictional approach in
general?
CF: Certainly we would discuss the objects and the way they are arranged. I'd
also ask the students about the environment in which the tank is placed and the
interaction between the objects in the tank. Also, the use of color and how it
affects the work. What he's saying about history or romance. How the
photographs differ. "Would you understand this work if the text did not
accompany it?" ... "How does the text inform what you see about the work, and
vise versa?" I will put the text next to the photos on the Web site .... "Why use a
fish tank?"

Fiction Photography and Tseng Kwong Chi
Like Tress, Tseng Kwong Chi's images create a story line. Through his
developed persona, viewers are taken on a trip to the world's most famous monuments
and attractions. Tseng creates a persona through his costume, but also through his use of
the camera. In some photographs where the camera is positioned close to the ground
with a view looking up, Tseng appears as monumental and powerful as the structures by
which he stands. Other photographs seem to mimic the tourist "snapshot" as Tseng
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rigidly stares at the camera in front of a familiar landmark. Fey discussed the provocative
work as it relates to Tseng's upbringing and students' visual experiences:
LB: What bibliographic information do you consider to be the most educationally
relevant when approaching the work of Tseng Kwong Chi?
CF: Certainly his heritage, being born in Hong Kong, his parents having fled
from Communist China .... His homosexuality was an issue in his work, and it
really came across with some of the fragility images. I don't know if it's going to
go on the Web site or not. ... He talks about being this ambiguous ambassador and
this traveler, and the whole alienation, and thinking of China as this suspicious
alien place .... I think that those are all real key in understanding his work.
LB: What questions will be used when viewing Tseng Kwong Chi's work?
CF: I usually will say things like, who do you think this person in these
photographs is? And then they'll come up with things like, an official, an artist,
or traveler. It's similar to the one word approach. You start off with a simple
response, and from that response you have them explain how they came up with
it. I feed them biographical information along the way, so that you're peeling
away layers. I think it's always important to see what they want to see first before
you fill their minds with what you think is important to know about the work. So,
it's kind of a back and forth in that respect. ... Angle, Frame, and Light is great. It
his construction of the scene and how that affects what you're seeing and what
you think about it when he looms so large or looms so small. That's really
important. And the persona creation is really important. ... That alienation. That
feeling of alienation and being an outsider. Plus, with him there is certainly that
sense of humor. He was a prankster and a jokester. ... These are serious issues,
but seen with a humor and the performance prankster in him.
LB: [In] the introduction to the Tseng Kwong Chi article [Bashore, L. & Fey, C.,
2000, p. 1] ... you justified photographic instruction by stating that kids are
inundated with media based images. Describe how you see this as a factor
affecting their familiarity with photography.
CF: Well I think that the more you learn about anything, the better you are able to
understand and deal with it. And if you understand that a photograph is
essentially an artist's interpretation of something, an artist's rendering, an artistic
communication, then you know that it was contrived with a purpose. If it is an
advertisement purpose then it wants to get you to admire or buy or own
something. If it is a journalistic purpose, usually there is a slant. Are we going
for sympathy here? Do we want to make people upset or angry with this? ... It's
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all about interpreting things in a certain way to have a certain affect on the viewer.
And so if you understand that, and if you are able to articulate how this mood was
communicated by this work, you are much more in control. There is an
awareness factor that I think is important. It allows you to find your way and
navigate, because there are a lot of images and they do sell you things. They sell
you ideas. I mean it is so powerful for a young girl to know that even those
skinny little models in magazines are airbrushed sometimes, because they are not
perfect. That perfection is not achievable in the real world. That's a powerful
concept.
While conducting research on Tseng Kwong Chi, Fey decided to publish an
Instructional Resource (IR) for Art Education, the journal of the National Art Education
Association [Appendix B]. Working together, we wrote an IRon Tseng as a template for
how instructors could utilize different questioning strategies when looking at
photographs. In doing so, Cass solidified ideas on methods by which Learning to Look,
the three effective questions [What do you see? What is it about? How do you know?],

Angle, Frame, and Light, and the one word approach could be applied to other Web site
artists. Ultimately, the Instructional Resource provides a glimpse at a category, an artist,
and questioning approaches, providing a portion of what will be explored in great detail
on the complex Web site Diverse Directions.

Mixed Media Photography and Judith Golden
As previously noted, Fey uses the work of artists such as Judith Golden and
JoAnn Callis to challenge the photographic assumptions that students hold. The addition
of a mixed media approach helps students to escape the thought of the photograph as
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fragile and unalterable. Fey described mixed media processes and compared
photography to other art forms:

CF: Educationally it [a mixed media approach] is significant because it's a
surprise for non-photo people to be exposed to photographs that involve mixed
media. Since about the mid-1970's, photographers have been exploring the use of
paint and construction of sculpture and almost anything .... In the case of Judith
Golden where eventually the photograph is completely obscured by other media,
you don't even realize there's a photograph underneath as the work progresses .. ..
You should get away from that notion of the purity of the photograph and think of
it as another element within something that you want to create .... Artists have
been combining other media for a long long time. So, it's quite natural that it
should happen ·with photography, but I just find that it tends to be a surprise ....
So, if you're doing a project on diversity within a medium, it's one of the most
diverse aspects you can look at. So, that's why mixed media is included.
LB: If you were talking about documentary, it is an approach because the
intention is to document, as it is with fiction where the intention is to create a
narrative. Would you define mixed media as an approach?
CF: Yes, actually I would call it an intention. It's an artistic intention. It's
always tricky .... You know, it's definitely a process with Judith Golden, but her
intention is to create a mixed media piece -an artist's book.
LB: What other artists might you include in this approach?
CF: Robert Heineken, TV Dinner . ... We do have a series of his TV Dinners that
are really engaging, and students think it's very gross that he attached his own
cigarette and ashes to the image. And, then, there I am, carefully handling it with
my white gloves after he has so constructed it. The museum's role is not to
question in that respect ... it is to preserve it.
Feminism and "bookness" are art issues that Cass links to Golden's work of art.
The following quotes provide examples of ways in which she draws both facets into
student discussion:
LB: So how do you create an educational dialogue between what you are
showing students, a book, and meanings that Golden has attached to this art
product?
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CF: For one thing, you have to get across the aspect of an artist's book because
most of them don't have a concept of a one-of-a-kind, unique book, and treat it as
a work of art. And, just the fact that we're wearing the white gloves, in
PrintViewing, to handle this and to hold this, helps get that across. And you
reinforce the idea that there's only one of these, and that she worked on it for
seven years. And you can reinforce certain things about its bookness ... how it
evolves as the pages turn; the plot or intention .... So you don't have the clarity of
words telling you certain things. So it's fairly abstract in terms of the average
child or student looking at this. They aren't going to read all these things into it.
So, if you want them to get the full intent of the artist, you have to discuss that as
they are going along .... So the intention of the Web site is that there will be a
range of elements out there, and again the teacher will be able to pick and choose
what seems appropriate for their students to understand.
LB: What questions will you be using when showing Golden's work?
CF: I ask a lot of questions about, "what do you see happening here as the pages
turn?" "What kind of changes are taking place?'' I want them to see that there is
less and less of her face showing, and more and more embellishment. That the
metamorphosis of her face into a mask is growing. They also often notice that the
pictures are getting larger. ... So, as things are revealed in the book, you go to
another layer of questions. And it really almost depends on the group as well. I
don't always ask the same questions.
When asked to describe ways in which feminism is brought into classroom
discussion, Fey noted her tendency to reference the feminist movement of the seventies:
LB: She also has some underlying issues that you have highlighted, in terms of
feminism. Can you describe how this factor affects the way you educate
students?
CF: I think with any photographer, your experiences inform the work .... And a
lot of women artists were asserting certain aspects of "women's work," and I put
quotes around that- hand work, sewing, quilting, those kinds of things ...
asserting them as legitimate art exploration. And, Judith was a dressmaker. ... It
was a natural leap to extend this to her photography. She was also influenced by
her instructors .... And, with the book comes the whole idea of pages turning ...
and individual frames, each page being a frame. So, I saw it as this natural
exploration for her with these different things going on- the feminism [sic]
movement and the book art exploration. And another thing comes into play and
that's the whole idea of masks ... the masks that we wear in everyday life .... So,
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if you put all of that into a creative project, it's a very natural outpouring for her
to have come up with that book, I think.
LB: Have you touched on feminism with the students?
CF: I talk about the feminism [sic] movement in the seventies and the assertion
of women that those things of interest to women, deemed "women's work", were
explored for their artistic possibilities, and taken out of the home and into the
gallery for exploration. And, it's about the masks that we wear and her interest in
culture. So you just weave those aspects into the discussion. There have actually
been questions about this one page in this book where the mouth is sewn shut.
And I said to her, this screams of feminism to me, because women for so long felt
silenced by male dominance. And she said, you know, that's interesting, but I
wasn't thinking about that when I made it. ... So I have talked about that with
university and high school students- the mouth sewn shut. And we talked about
the fact that I read that into it but it wasn't their intention at the time.

Dream Inspired Photography and JoAnn Callis
Though research has not been conducted on JoAnn Callis, Fey intends to include
her dream inspired photographs as examples of another "unexpected" approach. Again,
the use of this artist is conceived to be a method by which Fey can both inspire and
stretch the minds of students. She rationalized its inclusion by describing the creativity
and "unreal ness" that comprises Callis's images:
LB: Though not yet developed, you intend to use "dream inspired" as an
approach on this site. Can you describe the approach and why is it educationally
significant?
CF: First off, again I think it's unexpected. And so when you are showing the
range of intentions, photographically, it is a good one to include. The average
person wouldn't expect that you could photograph your dreams. And that in itself
becomes very intriguing .... [Callis] would actually note them. She had a
notebook by her bed and she would keep notes. There was actually a piece in this
portfolio, an artist statement, where she talks about going to bed with this
notebook, and when she woke up, if she remembered something about her
dreams, she would jot it down. Then she becomes the choreographer. How do I
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stage that dream in order to photograph it? And, she uses heightened color
techniques, dye transfer. She has total control over the color. She actually starts
out with a black and white, and then applies the color with dye. So it's
heightened and a bit surreal or a bit unnatural. Not enough so that you go, oh
that's fake. It's just enough so that it gets you engaged with the unrealness of it.
·
... So it's very choreographed and very controlled.
LB: Are there other artists that can be included in this approach?
CF: I'm assuming because our collection is so large, at sixty thousand prints, that
within the collection there exists others who were doing this.
LB: What questions do you find work best for Callis's work?
CF: I ask them things like, "how many of you remember your dreams in the
morning when you wake up?" "How many of you can remember a dream that
you had a month ago?" ... "Well, then how would you photograph that?"
LB: From what already know about Callis as an artist, what bibliographic
information do you consider to be the most educationally relevant when
approaching her work?
CF: ... In a situation like this particular portfolio where we have a pretty lengthy
statement by the artist about that work, that's what you want them to know.
Because that's what we're looking for when we search through books and articles
in the library. If each one of these artists could furnish me a statement about this
particular group of work, we'd be in business. Luckily, she's done it, which is
fortunate because then we don't have to do a lot of other research.

The approaches described in this section will serve as an online framework by
which students can grow to understand the diversity of photography. Rather than view
photographs as "snap shots," the students are encouraged to explore a medium through
examples that are anything but point-and-shoot. Fey has chosen straight and manipulated
approaches as initial contrasting photographic approaches. From there, she builds upon
students' knowledge by showing them approaches that deviate from the "norm."
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Summary
This chapter provided descriptions of the research methodology utilized and the
information gathered. The data presented accounts of Cass Fey's considerations as a
museum educator, often revealing intriguing details about her educational experiences,
influences, and philosophies. A variety of issues have been exposed through these
interviews, such as the paradox of the nai've teacher coupled with the complexity of
photography, the focus on the pron1otion of the Center for Creative Photography's
collection, and the differences that exist between an online educators guide and the
dynamics of an interactive group viewing original photographs. These issues provide
i1nplications for the practice of photographic and museum education and also carry strong
suggestions for art education and online education practice. The relevance of Fey's
educational descriptions will be discussed in Chapter Four.
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CHAPTER FOUR
DISCUSSION

In this chapter I will discuss considerations affecting the construction of Diverse

Directions, an educational resource on photography. My review of the interviews and
Web structure reveals that the influences affecting the development of the Diverse

Directions Web site can be directly linked to the educational fields mentioned in the
Review of Literature: museum education, photographic education, online education, and
art education.

Discussion will therefore involve these educational areas as they apply to

the thesis question:
Given the importance photography carries in our daily lives and the educational
influence of the internet, what informs the decisions made by the museum
educator when giving an overview of photography through an online teacher
resource, and how do these considerations promote photographic education?
This question will initially be addressed by discussing the data pertaining to themes
derived from sub-questions posted in Chapter One. Theme one addresses site goals
through an examination of two critical questions: what are the goals of this site and how
does the Web site coincide with the mission of the Center for Creative Photography? Art
educational overlap is then discussed as well as possible future Web contributions from
art education literature. The audience and site uses are then examined through the
following questions: Who is this site being created for? How will this site be used?
What will the user gain? Conceptual design issues will then be discussed, as well as
issues pertaining to computer education.
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Goals
Most often, the driving force behind a major undertaking is the vision of
achieving a set of goals. Similarly, during the development of an educational project, the
determination of educational objectives carries great importance in that they provide
direction when teaching and when processing information. Because Diverse Directions
is an online photographic resource that will be taken directly into the classroom setting, it
encompasses multiple goals that address the needs of instructors, the needs of students,
and the intentions of the museum educator. Throughout this study, communicatio ns
revealed that a set of general goals continually informed the museum educator's inclusion
of photographic information.
An examination of the site's determined goals reveals that the intentions for the
site are informed strongly by two educational arenas: museum education and
photographic education. Within the museum context, education revolves around the
possessions and objectives of the institution. Diverse Directions exhibits strong
connections to this tendency in that the site goals relate directly to the mission statement
produced by the Center for Creative Photography. The CCP's overarching mission is to
encourage the study and appreciation of original photographs. In attempt to accomplish
this goal, the museum educator is structuring the site to include a diverse range of
approaches within photography. The museum educator hopes that students and
instructors will develop a curiosity and interest in photography when utilizing the site
content as, "a resource for learning, communicatin g, and creating."
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The museum educator's dedication to promoting the collection has been
exemplified in her acknowledgement that the inclusion of photographic "greats" such as
Ansel Adams and W. Eugene Smith will attract viewers as well as reinforce the
significance of the CCP' s collection. At times this commitment to the Center's collection
meant an exclusion of particular photographs from the site. On one occasion, Fey was
presented with the option of including non-collection photographs by Lauren Greenfield
on the Diverse Directions site. Though the additional photographs may have added to the
discussion of Greenfield's documentation of Los Angeles youth, Fey refused the addition
as they would not promote the CCP' s collection.
It is clear that the museum educator works with the strong belief that a museum
fosters education through the promotion of its assets. This belief is not unusual for
instructors working a museum setting. Such institutional convictions might prove
educationally restrictive in a museum of limited resources. Within this study, however,
selection limitations posed few problems as the Center's collection contains over sixty
thousand photographic prints. Fey's curatorial efforts are therefore augmented by
resources such as a truly expansive, "stellar" collection.
Though the museum educator demonstrates a true conviction to create site goals
that promote the mission and collection of the Center, her objectives are also powerfully
informed by a passion for photography and a belief that photographic education can
impact a student's understanding of today's visual world. As stated in the interviews and
as witnessed during PrintViewing, Fey's photographic approaches encourage students to
see and discuss artistic exploration within this diverse medium. She therefore takes
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photography out of the accepted two-dimensional, what-you-see-is-what-you-get context,
and pushes students to explore ways in which this medium is used to create narratives,
docUinent incidences and cultures, manipulate reality, and construct sculpture.

Art Education as an Instructional Asset
Among photographic and museum education goals, the museum educator
integrates intentions involving photographic discussion. Her techniques are grounded in
art education practice, but have been adapted to fit the nature of a museum setting where
artistic production and technique are secondary to the process of description and the
discussion of historical relevance and artist intent. During the formation of Diverse

Directions, much consideration went into the development of engaging questions that
teachers could use with the posted photographs. Fey believes that discussion and
interpretation directly contribute to a student's understanding of photographs. Eliciting
such discussions requires skills and knowledge relative to art criticism techniques. As
mentioned earlier, the museum educator has gained much from the writings of both Terry
Barrett and Harry Broudy. Both art educators have informed her understanding of
interpretation and her discussion procedures. During the interviews, Fey referenced her
use of Broudy's Aesthetic Scanning Chart and the interpretive implications that arise
from formal analysis. She also cited what she identifies as valid interpretive skills,

including linking experiences to the artwork and verbalizing ideas while citing details
within the photograph.
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Diverse Directions is being created in attempt to provide an impetus for
discussion pertaining to a medium that is both a part of the fine art world and seen in our
im1nediate surroundings. Students are inundated by media photography on a daily basis.
Although the art world might argue that such imagery differs greatly from what is seen in
a gallery, the daily exposure adds to students' familiarity and experiences with
photography, thereby giving them tools for awareness, reflection, and analysis. Fey is
clearly aware of this link, as evidenced by her statement that photographic insights
facilitate an understanding of how media images are concocted. She emphasized that
discussion of media images helps students decipher, interpret, and form opinions about
what surrounds them, thereby contributing to their ability to separate reality from fiction.
The museum educator's references to image concoction and skepticism relate
directly to postmodern art education practices as outlined by Kerry Freedman. As cited
in Chapter Two, Freedman ( 1998) has proposed that art educators abandon formal
analysis to make way for an art education practice that would more directly affect the
concerns of today's teens. This calls for a multi-layered examination of visual culture,
which would include images such as museum collection photographs as well as massmedia photographic advertisements.
Though the museum educator's critical practices are quite grounded in formal
analysis, discussion questions have at times deviated towards a more postmodern format.

This is especially apparent in the Web site content relative to Lauren Greenfield's work.
She includes questions about the power of peer pressure in influencing and perpetuating
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youth culture ideas and standards. She encourages students to view the young, thin
twelve year-old staring obsessively at the numbers on a scale.
Lauren Greenfield sought to exploit the mass-media extremes. The sadness of
lost youth permeates the artwork as Greenfield exposes the adult behaviors and imageconscious actions of LA youth. The photographs document specific scenarios such as a
pre-teen female starving herself to look like the airbrushed goddess on the cover of YM
Magazine; a young girl's recovery from nose-job surgery; and adolescents cruising

Hollywood Boulevard in expensive vehicles. Though Freedman ( 1998) addresses the
need for inclusion of mass-media images in art education curriculum, Greenfield's work
delivers a glimpse at the result of the media- what perhaps can be understood as a more
personal look at the influential nature of visual culture. Discussing the issues present in
these i1nages is a bit simpler than Freedman's postmodern approaches towards the multilayered, hidden messages produced through mass-media. Both Greenfield's documentary
photographs and Freedman's educational convictions serve to expose and educate
students about the influence of visual culture.
The importance of these issues is exemplified in the inclusion of Greenfield's
work on the Diverse Directions Web site. Developed questions and content provide
future Web builders and classroom teachers with effective examples of images and
questions pertaining to postmodern issues. Though this site is structured to promote a
collection belonging to an art museum, Web site builders may consider the addition of
common mass media images and questions aimed at heightening students' awareness of
media influences.
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Formal analysis of art works familiarizes students with art vocabulary while
assisting in the development of descriptive skills. More importantly, the personal
connections that students are able to make with works of art, most particularly
photographs, provides discussion opportunities that go beyond formal descriptions and
into the formation of interpretations. Web site designers should consider the value of
interpretive discussion when creating art education resources. Art educator Stephen
Elliot suggested that art educators re-evaluate highly used art criticism frameworks such
as Broudy's Aesthetic Scanning. In his ( 1998) article "Unpacking Broudy's Aesthetic
Scanning Framework," Elliot suggests that the engagement that viewers have with a work
of art is shaped by "how they feel because of what they see and what they think about
what they see" (p. 125). As a result, Elliot suggests,
it may be pedagogically useful to conceive of meaningful experience with art as
growing out of these two main dimensions of cognition and to shape instructional
outlines that will accommodate both dimensions of expression within a single
frame of reference during instruction. (p. 125)
Therefore, Elliot ( 1998) redesigned the framework for Aesthetic Scanning by, quite
intelligently, renaming it Artistic Scanning Framework and by including "conception" as
a category, under which he includes sub-categories such as "social," "symbolic,"
"contextual," and "metaphysical." The design assists students in distinguishing "between
facts represented within a given work which are incidental and facts which are vital in a
postmodern-multicultural world of artistic expression" (p. 126). In her discussion
concerning Aesthetic Scanning, Fey addressed these issues. Though she saw interpretive
implications for the Aesthetic Scanning framework, she agreed that they were not clearly
outlined. Elliot's structure provides an interesting twist to an old technique, and allows
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for a more postmodern interpretive perspective that Web site builders and museum
educators may find useful in their educational practice.

Intended Audience and Use of the Site
The curation of an online exhibit allows for an exchange of ideas relative to a
variety of photographic topics including the construction of images, the use of a camera
as a· tool, and the factors influencing our understanding of images. The discussion of
such photographic issues provides opportunity for instructors to strip through student bias
by discussing the "truthfulness" of photography and the relevance and impact images
carry in our daily lives. The wide variety of issues and topics applicable to photographic
discussion contribute to the vision that the Web site will present diverse "possibilities"
from which the instructor can "pick and choose."
The site is being constructed as a resource for instructors, or more specifically the
"invested teacher," meaning one who exhibits a curiosity about photography and a
willingness to transform the Web site information into a usable format. The museum
educator predicts, however, that the type of instructor using the site will vary, as has been
encountered during Print Viewing sessions where she continues to accommodate a variety
of classes of differing ages, objectives, and educational fields. Therefore, the site is being
constructed with the intention that educators will determine the instructional possibilities.
In relation to the site's determined audience, the construction process of Diverse

Directions has exposed two issues that need to be addressed. The first issue relates to an
assumption that the resource will present a sufficient amount of information on an artistic
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medium that is inherently complex. This is truly an important issue considering
instructors' limited knowledge of the medium. Fey finds that if the teacher hasn't taught
photography and seen a lot of photographs, photography remains a "mystery medium"
because of the technology and chemistry involved.
As revealed, photography incorporates complex, technical processes that are
considered both scientific and artistic. Most individuals, whether students or teachers,
have not had exposure to manual cameras and darkroom procedures, and therefore Web
site visitors will most likely be "photographically-challenged" to a certain degree. The
question is, must instructors master the "mystery" of the medium in order to discuss
photographic "approaches" within the classroom? And, in relation to this question, how
comprehensive must the Web site be in order to provide the teacher with a solid and
comfortable understanding that will allow them to teach about photography?
When considering length, Fey noted that the creation of a comprehensive resource
could violate what teachers generally request. She stated,
This [Web site] is a quickish look at what the possibilities are in a format that is
usable and in a length that is doable by teachers. They all tell me ... we'd like
the information short and concise. We don't have a lot of time for lots of
information .... The more non-necessary stuff you give to a teacher, the less
valuable your resource is.
Fey clearly states that teachers require information that is short, concise, and necessary.
A Web site filled with field specific, confusing vocabulary and an excessive amount of
unfamiliar information will undoubtedly deter the "average" teacher. The difficulty,
therefore, is finding a happy balance. Considering the naivete with which instructors and
students approach photography, it is difficult to determine how a Web site can achieve
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the goal of succinctly educating both the teacher and the student on the diversity of this
medium.
The museum educator approaches these underlying problems with the idea that
camera and darkroom processes, which contribute to photography's "mystery," should be
researched separately by the teacher. The Web site has therefore been designed to
provide a glimpse at the ways in which art photographs visually and conceptually deviate
from the "snap shot" norm. The approaches utilized on Diverse Directions serve to
simplify photographic applications into categories that touch on photographic diversity,
which then connects to topics such as photographic history and photographic
development rather than camera and darkroom processes. But, in order to provide
teachers and students with the comfort of overcoming the medium "mystery,"
photographic education should seek to include information pertinent to the technical
processes involved in photography. In order to discuss and comprehend the artistic
medium of photography, it is often necessary to visualize the process by which the image
was constructed. This calls for a familiarity with the camera as an artistic instrument as
well as a basic understanding of developing, printing, and post-darkroom processes.
Straight photography provides an understandable contrast to manipulated photography,
but this understanding is limited if photographic newcomers aren't exposed to the process
of negative overlap and the use of darkroom enlargers.
A Web designer can facilitate this understanding by considering a few
informative options. The first option involves the inclusion of internet "links" to sites
pertaining to camera and darkroom processes including dodging and burning; the effects
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of varied shutter speeds, aperture settings, and film speeds; and photographic negative
manipulation techniques. Providing viewers with access to already existing information
contributes to the depth of the viewer's education while eliminating the need to redo what
already exists. In addition, a wealth of archival photographic information that exists at
the CCP and related institutions could be posted online, including original notes,
diagrams, and procedures relative to specific artists' techniques. Though including this
information on the Web site would require further research, such archival information
would serve to reinforce the significance of the museum's collections and facilities.
The museum educator has attributed her educational successes to the structural
utilization of diverse "approaches" during Print Viewing. The development and success
of Print Viewing educational exhibits has had a tremendous impact on the structure and
content of Diverse Directions. Though more in-depth bibliographic information and
questioning strategies will accompany the images on the Web, the site will display the
same approaches and artists utilized in the Print Viewing setting. It is important,
however, to note that during Print Viewing sessions, photographic information is
delivered by knowledgeable and qualified staff members. If the intention of the Web site
is to imitate the Print Viewing setting, it will be necessary for Web site visitors to acquire
the images, information, and educational skills demonstrated by Fey and the
Print Viewing interns. This leads, again, to the issue of determining the amount of
information the teacher will need.
There are also some considerations arising from practical uses of the site.
Approaches and artists have been selected because they provide "engaging" exemplars of
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photographic diversity. Due to these selection criteria, the approaches deviate from the
norm and sometimes include artists who are not well known. This poses a problem in
that the images are central to the discussions that ensue, but it is unclear as to how those
images and questions will be utilized in the classroom. The museum educator has noted
alternative possibilities, such as classes coming directly to the museum, having students
bring other images into the classroom, and using the strategies with other photographers.
The museum educator therefore expects that the teachers will "translate" the information
to fit the needs of their classrooms. As Fey stated, "I don't have one way of knowing
how they are going to translate it. I know that I am going to get them to see what the
possibilities are, and then they will translate it."
The expectation that teachers will "translate" the posted information to fit non-site
images indicates a second audience-related issue involving site usability. It is presumed
that if instructors cannot obtain the Web site images, they will know how to apply the
developed questioning strategies and categories to more accessible photographers that fit
the educational setting. The general questioning techniques provided on Diverse

Directions, including Angle, Frame, and Light and Learning to Look, are highly
applicable and could easily accompany many photographs because they apply to general
photographic description and photographic vocabulary. However, discussions related to
issues present in the posted art works would have to be dismissed if instructors are unable
to display the internet images or if they do not possess substantial knowledge of
photography themselves.
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Logically, an internet resource requires computer access for information retrieval.
It is not an unfounded assumption that teachers visiting the site should be able to print the
i1nages. However, as the site presently exists, all information written pertains to specific
art images and approaches. The images themselves are "engaging" and central to the
discussion. If the intention is to create a site that can be "transcribed" to other artists,
then the Web site should be designed to fit those intentions. Each approach should then
provide teachers with examples of how to apply specific questioning strategies to a
variety of artists. Teachers should also be provided with suggestions on where to access
images to fit the approaches. In addition, approaches should be developed according to
image availability outside of the museum context. The average teacher will not be able to
locate a mixed media photograph or dream inspired photograph on their own.
Another solution to this problem would be to make the site images available to
teachers. For example, Web site instructions on how to download the photographs or
print onto transparencies could be provided. Or, as Fey suggested, the production of a
slide set might be beneficial. In the past, Fey has included slides with curriculum, as
exe1nplified in Points of Entry, an educator's resource that includes eighteen collection
slides to accompany discussion activities such as Angle, Frame, and Light. Providing
easy and multiple means of access to images used on the Web site does not preclude
applying Fey's questioning strategies to works not in the collection. It is important for
Web builders to again consider the many diverse needs of instructors.
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Conceptual Design
The museum educator has chosen to categorize according to photographic
"approaches" utilized by artists, and in doing so she portrays the diversity of art
photography as a medium.

As stated by Barrett ( 1990), "Categories are designed for

different purposes, and they use various means to distinguish photographs" (p. 52).
Barrett divides photography into six categories: descriptive photographs, explanatory
photographs, interpretive photographs, ethically evaluative photographs, aesthetically
evaluative photographs, and theoretical photographs. This system of categorization is
intended to provide a method for mentally sorting photographs, but not photographers.
As stated by Barrett, photographers tend to make departures from their own work and
will therefore fit into several categories. Ultimately, Barrett believes that the most
important aspect of photographic categories is that they are inherently interpretive.
The photographic categories established during PrintViewing represent an attempt
to demonstrate photographic diversity. When comparing the categories "straight" and
"manipulated," the primary division consideration is the means by which photographs are
made. As described by Barrett ( 1990), "Manipulated" photographs are viewed as handaltered, and therefore more painterly, whereas "straight" photographs reflect a mastery of
the techniques, processes, and tools specific to photography, by demonstrating acute
attention to subject matter and light settings. Both categories emphasize the technical
process. Mixed media represents a process that is materially based and could fit into the
"manipulated" category, but not in the traditional manipulative sense. For example, the
manipulation of Judith Golden's work does not reflect her attention to camera and
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darkroo1n technique as much as her attention to post printing alterations. Fiction,
documentary, mixed-media, and dream inspired are also included as approaches in
Diverse Directions. These categories refer to photography beyond the methods and

materials used in their making. The fiction, documentary, and dream inspired categories
indicate attention to subject matter, and therefore could be categorized as genres.
As described, the use of photographic "approaches" encompasses several
photographic factors such as photographic processes and photographic genres. It is
difficult, therefore, to find the common thread that binds the categorization beyond
labeling them "approaches." Because the word approach seems to imply an exploration
or investigation, the label seems to work in the context of discovering diversity.
Nevertheless, are-framing of the approaches might add greater conceptual clarity: for
example, subcategories to the approaches, including "approaches within photographic
processes" and "approaches within photographic genres." The conceptual organization
of content is important in how users understand that content and is an important area of
Web design. Adapting pre-distinguis hed categories, such as Barrett's descriptive,
explanatory, interpretive, ethically evaluative, aesthetically evaluative, and theoretical
photographs promotes photographic education in that interpretation and meaning are
emphasized.

Computer Education Consideration s
At this stage in the site development, most structural consideration s have focused
on the distribution of information. During the development process, the museum
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educator has focused on logical ways of breaking photography into educational facets,
each contributing to the viewer's understanding and appreciation for photographic
images. In order to most simply and accurately provide viewers with such a break-down,
Fey decided to create an introduction to the site, stating the goals and intentions along
with a description of who the site was created for. The site will then link to an index that
provides a system of photographic categories, each representing an approach that could
be applied to one or more photographers whose works are possessed by the Center for
Creative Photography. Through descriptions about the approaches and the included
photographer s, students and instructors are eventually led to a series of questions
pertaining to the featured artist's photographs. Further discussion of the included
elements within this system provides an accurate account of the educational importance
that has been placed on the categories, the specific photographer s chosen, the
bibliographic information included, and the questions themselves. Throughout the
con struction process, Diverse Directions was continually discussed as an ongoing project
to which new approaches and artists will be continually added. Again, the site goals hold
great importance as they will serve to unify existing and additional information posted on
the Web site.
My belief is that the unresolved audience, user, and structural issues are partly the
result of two resolvable computer-rela ted conflicts. The primary conflict arises from the
museum educator's limited knowledge of HTML and Web site design. Any educator
choosing to learn HTML and Web design will have to face the difficulty of fitting the
process of learning computer language and Web skills into an already full schedule.
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Nevertheless, the internet is gaining growing importance in the museum. Educators
around the world are exploring Web sites as potential tools for education. Any educator
undertaking a Web-based project can benefit from research into Web site design, and
more specifically teacher resource design. Building a familiarity with educational tools is
part of being an educator.
A second conflict relates to what is now a hypothetical Web site. Because the site
has not been posted, it is difficult for the museum educator to envision site utilization most specifically the ways in which instructors will use the information and questions in
the classroom as well as methods by which images can be obtained. The usefulness of

Diverse Directions will not be ascertained until the site has been posted and taken into
the classroom. The benefit of a Web site is its continual flexibility. Therefore Web
builders have the opportunity to rearrange, add, subtract, and restate anything that will be
posted. Web sites are resilient in that they can be edited and re-published quite easily.
In addition to conducting Web related research, Web builders may also seek to
resolve audience related issues through interactions with the teaching field. Presently,
Fey has received resounding support and positive feedback from the educational
community, and there is no doubt that many will praise the usefulness of Diverse

Directions. However, as has been the fate of similar educational resources, issues will
most likely arise. Clarifications will be required, and instructors will call for a route by
which they can field questions.
At the Center for Creative Photography, Fey is aware that little effort has been put
into developing assessment tools to measure the effectiveness of Print Viewing or the
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current CCP Web site. Because of the importance of evaluation, under consideration for
Diverse Directions are the incorporation of an interactive, evaluative tool that would
provide teachers with an opportunity to comment on the site. Interactivity is an important
evaluative strategy for online educational sites. It instigates personal investment by
prompting viewers to contribute ideas. Interactivity implies either interaction between
the user and the computer program, or interaction between the user and the Web site
constructor . Because this site is being created as a teacher resource, the museum
educator may choose to become interactive with her audience by addressing their
educationa l needs through feedback correspond ence. Instructors may then feel that they
are contributin g to the site as a whole, thereby personalizi ng what could be considered a
digital, distant experience. Site and content evaluation opportunities, such as a simple
email box for comments or a site-related

ques~ionnaire

could be adopted to promote

invested connection s with instructors.
Web builders may also consider a more ambitious interactive venture involving
the addition of a page where teachers can post ideas for classroom lessons or projects
related to the photograph s and questions published on the site. By posting such activities,
Web constructor s can again add to the quality of the resource. The addition of feedback
possibilitie s could form a symbiosis in that it will provide internet educators with ideas
for refinement or future activities while furnishing opportunity for site users to create
invested connection s with the Web site.
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Possibilities and Conclusions
The Center for Creative Photography and Cass Fey represent many educators
embarking on the new terrain of educational Web design. Considering the flexibility of
Web site publication, this CCP teacher resource carries the potential to successfully
integrate goal-related attributes over time. In addition to structural and content related
suggestions outlined previously, this section will provide a summary of my findings that
can be potentially useful to other educators, Web builders, and art museum personnel.
Future Web site possibilities include the exploration of interactive art education
components as well as additions specific to institutional missions.
The mission of the Center for Creative Photography is to encourage the study and
appreciation of original photographs. Though the images presented on this Web site will
be examined in classrooms as transparencies, slides, or digital images rather than as
original works of art, the site will partially fulfill the CCP's mission by encouraging
study and appreciation through the presentation of many intriguing images, questions,
and facts about photography. In producing a Web site of this nature, it is clear that the
CCP has embarked on outreach developments that prioritize the collection while placing
importance on educational value of photography in the classroom setting.
The internet possesses the capability to engage audiences through intellectual,
interactive connections that go beyond factual relay. In addition to the aforemention ed
interactive feedback possibilities, museums may consider interactive opportunities that
will create strong ties with their institutional goals while strengthening the usability of the
site through teacher training. As stated previously, interpretive practice can be daunting
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to those who are inexperienced in verbalizing or writing ideas about art. In order to
facilitate an understanding of the interpretation, museum Web sites could consider the
addition of interactive attributes such as an interpretive forum where viewers, namely
teachers, can experiment with their understanding of the interpretive process while
becoming familiar with alternative interpretations. Given one or several interpretive
formats, teachers would be able to solidify their understanding of the interpretations by
reading and posting responses to descriptive and interpretive questions (pertaining to a
given interpretive format) about specific photographs. An additional link could be
supplemented as an outlet for responses to the interpretations posted, allowing teachers to
ask one another questions about interpretive practice within the classroom. Adding such
links would increase the site's usability by providing teachers with examples of
interpretation in practice.
Additional interactive links could provide hypothetical student responses to works
of art, thereby prompting teachers to submit responses that would facilitate further
discussion. Teachers could again be allowed to view multiple routes by which discussion
can be furthered and could respond to one another's interpretive techniques. Again, this
would familiarize teachers with methods of transmitting the information into practical
teaching situations. Not only does this make the site more user-friendly, but it also
allows teachers to explore the capabilities of the internet through an examination of their
teaching practice.
Though the site has not been constructed entirely for art educators, it is likely that
such teachers will comprise a large part of the site's visiting audience. Museums may
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therefore consider the inclusion of art related activities that could link artistic production
to photographic issues. Diverse Directions could promote the capabilities of online
educationby creating an interactive link where teachers could continually submit writing
and art production activities particular to the posted works. In addition, teachers could
submit examples of ways in which the Web site content could be transmitted into an
alternative teaching context. Such a link would provide teachers with a more complete
vision of content possibilities, again increasing the site's usability.
In the long run, museum educators may also consider the inclusion of interactive
site attributes that cater to a wider audience. Though Diverse Directions is currently
being constructed for teachers, future additions that could include additional links for
students and the general public. These links could explore one or more of the educational
activities developed by Fey through open discussion. For example, each month, the site
could post new collection works, prompting viewers to submit responses to the work of
art on an interactive page or listserv. Questions could be used to challenge viewers (e.g.
aesthetic puzzles, from Puzzles About Art ( 1989) by Battin, et al, relative to the nature
and value of art) or strengthen their understanding of image issues, thus promoting the
"study" and "appreciation " of photography.
This research is intended to provide instructors and Web builders with an
understanding of the basic educational consideration s that accompany the construction of
an online photographic resource. As previously mentioned, the Diverse Directions Web
site has yet to be posted. This case study has examined numerous factors that inform the
inclusion of Web site content. The possibilities for this Web site are endless, and this
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study demonstrates the somewhat overwhelming nature of sifting through a wide
selection of images and ideas to produce a structure that will engage and inform viewers.
Throughout this chapter I highlighted educational strategies that could be
considered for inclusion on future Web educational resources, particularly those
dedicated to photographic education. Suggestions for the development of Diverse
Directions were also offered. Most implications focused on overarching site issues such
as audience needs, organization, and usefulness. Suggestions were specifically addressed
to the needs of teachers and students, photographic education strategies, the depth of site
information, and internet educational tools. A summary of major suggestions are as
follows:
•

Educators choosing to embark on Web design should familiarize themselves with
Web site tools, including internet attributes that will encourage an invested
educational experience with site users.

•

Web designers should develop a site infrastructure with a strong theoretical and
conceptual basis.

•

Resource construction denotes the importance of the site user. Audience needs must
therefore be incorporated into site goals.

•

Much information has been posted on the internet. Educators should link their sites
to other research that will add to the depth of the site as a whole.

These suggestions apply broadly to online instructional considerations for Web builders
but hold particular relevance to the field of online photographic education. My hope is
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that documenta tion and discussion relative to an educator's views on photograph ic
educationa l strategies may provide instructional ideas and considerati ons for future
museum and art educators as well as Web site publishers.
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APPENDIX A

LEARNING TO LOOK
·"' forlltat fot• ·looking at and talking about photographs
:Describe the photograph briefly (indud¢ size, black-and-white or color, and subject) in a
sentence or two. Looking carefully at the photograph, discuss the four categories described
here. As objectively as you can, address the properties in each category that seem important
for the photograph. Note: This exercise \vorks best when comments and responses relate to .
something seen within the work: It is not necessary to discuss every visual e~ement.
.

.·

.

.

. -

1-' ISU!IL ELElP'JEiVTS JYITHl~ THE PIJOTOGR-IPH- U'hat l~ola See
light
value
focus

. space
shape
.· line
color
texture

Does the light seem to be natural or artificial? Harsh or soft? "What direc.
· .
.
tion is the ligh~ coming from?
is.the
V\tbere
eyes.
your
Squint
Is there a range of tones frorri light to dark?
darkest" value? The lightest?
"What parts of the image ar.e clearly in focus? Are some parts out of focus? ·.
· Note: The range between the _n earest and farthest things that appear in ..
. ·
focus define the photograph's depth of field. .
Is the space shallow, deep, or both? Do overlapping objects create a sense of
. . .
.
space?
Do you see geometric or organic shapes? Are there positive shapes, such·as
.objects, or negative shapes that represent voids?
Are there thick, thin; curvy, jagged, or straight lines?
. . .
.
.
. ·.
What colors do you see, if any? .
Do you see: visual textures within the photograph? Is there an actual texture·
.
on the surface of the photograph?

DESIGN OF TilE PIIOT_O GR.JPH ..;_ llotv Tl1ings

Ar~ At~ranged· ·

From what vantage point \vas the photograph taken? Imagine the photo- ·
· ·_graph taken from a higher ot lower angle or view. How does the angle .· .
·
.
.
. ..
affect the photograph?
framing · Describe the edges of the Yiew: \Vhat. is included? "What does the framing. ·
. draw your attention to in the photograph? Can you imagine what might
.
: .· .
h~ve been visible be:·ond the edges of the picture? ·
dominance
Close your eyes. vVhen you .open them and look at the photograph, what is
the first thing you notice? \vby is your attention drawn .there? Are there ·· .
other centers of interest? How are they created? How do the focal points ·· .
· .·
help move your eye throughout the phqtograpQ.? ·
contrast
Are their st~ong visual contrasts-lights and darks, textures, solids arid
.
voids, etc.? ·
. angle..
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repetit ion

variety
balat:~ce

or
Repetition of visual elemen ts can create unity---:-a sense of order
rea·re
ts
elemen
\Nhat
.
visually
er
wholeness that holds the work togeth
unity?
of
peated? Do they contri bute to a sense
elements ·
Variety often cn.~-~tes interest. Can you see a variety of visuai
.
.
etc.?
s,
such as values, shapes, texture
same as t~e.
Is the visual weight on one side of thepho tograp h about the
ally?
diagon
and
other? _Ho~ about top .to bottom

. 1101\ ' TilE J•BO TOGR ..JPH

n:-ts.

Llletho d!Eq uiptn ent Used

11.-tD E -

techniques, camera, ~r
You can discuss anythi ng you know about the photographi~
.
.
. that is pertin ent tqthe work.

fllm

CATES ~ Feeli ngs/J iood
1t1L4 T 1'1JE J•BO' !'OGR ..J.PH £;0It~ LllllNI
.
.
you think the work is about? Whatdo~s it inean or ·
Based .on what you have seen, what
·
.
comm unicat e? \t\lhat words would yo~ use to desc~ibe it?

do

raphy ·
.· by Ca.'is Fey, ·t~rator of Educa tion, Cent~r'for Creative Photog
.

.
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ANGLE

F

R A l\1 I N G '

A N D

LIGHT
OBJECTIVES

Students learn to:
• develop and impro,:e their observational skills
• explore wa ys in which artists are able to control the
appearance of a photograph through angle, framing,
and light
• explore ways in which artists are able to control
what a photograph communicates
• understand the language of photography

V

0

C A B U L A R Y*

composition
angle
light
worm 's-eye view

viewfinder
content
framing
bird's-eye view
photography
MATERIALS

• reproducible viewfinder template
• scissors
• slide projector
• slide of Elevator Garage. Chicago, 1936, by John
Gutmann
• slide of lYashington, D.C., In the Shadow of the
Capitol, 1946-49, by Marion Palfi
• slide of The Window Washer, 1939, by Otto Hagel
• slide of Portrait of Count Basie. San Francisco,
1939 , by John Gutmann
SETTING

THE

STAGE

Photographers make decisions about composition
(design) and content (meaning) when creating a
photograph . In order to have a photograph communicate
his or her ideas clearly, an artist thinks about manythings
when taking the photograph and when printing the
photograph in the darkroom. Three important things
the artist thinks about are the angle, framing, and light.
For this activity, each student will need a viewfinder.
A reproducible viewfinder template has been provided on
page 79 of this packet. Copy enough forms so that each
student has one. Demonstrate how to cut along the dotted
lines to create the opening of the viewfinder. Explain to
your students that when they look through this opening
*definitions for these vo.:abulary words appear in the glossary at the end of Pa11 Two of this resource
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th ey will se e s ubject s the same w ay th :ll a pho togra ph e r
d oe s when looking thro ug h the vi e wfinder of a ca m e ra .
ACTIVITY: ANGLE

Introdu ce the concept of an g k . Explain th a t the an g k
is the direc tion from which the artist photog raph s the
s ubject. The angle from whi c h a photograph is tak e n
influences the composition of the work , a s well as the
content.
A sk your students to look through their viewfinders at a
person or object at eye level. Then ask them to view the
same subject from a variety of different angles . Have
them observe how the subject appears to change as they
change their viewing angles.
To g uide your students in a discussion, as k questions like:
• How does your subject change when you look at it
from different angles ?
• What happens when you choose a bird 's-eye view
from above your subject ?
• What happens when you choose a worm 's-eye view
from below your subject?
• Was one angle more interesting to you than anothe r?
Wh y or why not?
l*

After your students have had time to experiment with
their viewfinders, show them the slide of Elevator
Garage. Chicago by John Gutmann. To guide your
students in a discussion, ask questions like:
• From what angle did the photographer take this
picture? How do you know?
• What effect does the angle have on the way you
view the subject?
• How would the photograph have changed if it was
taken from a different angle? a bird's-eye view?

John Gutmann
Elevalor Garage. Chiatgo, 1936
Gelatin silver print
CoUection Ceotec for Creati ve Photography.
The

of Arizona
© John Gutmann

Univ~ty

After the discussion of the image, turn off the slide
projector and proceed to the next activity.
AcTIVITY: FRAMING

Introduce the concept of framing . Explain that framing is
another technique that affects the composition and
content of a photograph. The photographer frames the
subject by determining what the edges of the photograph
• numbers indicate corresponding slides in this part of the resource
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will be . L oo kin g thro ug h the viewfinder of the C3mer3
helps th e ph o tog r3ph e r dec ide what to include and wh:.1t
no t to include within the picture ·s fram e (bo undarie s).
Ask yo ur students to loo k thro ugh their vie \vfinders to
frame a perso n or object as if th ey were taking a
pho togra ph . H3ve them hold th e ir viewfinders clo se to
th e ir faces a nd look at th ei r subjects from a dist3nce. They
should move the viev.:finders slightly away from their faces
or move closer to their subjects until part(s ) are c ut off or
cropped from their view. Next have them move in very
close to their subjects until they can see only a s mall part.
Suggest that they turn their viewfinders so that they have
ta ll (vertical) frame s or wide (horizontal) fr3mes .
2

To guide your students in a discu ss ion , ask questions like:
• H ow d oes c hanging the frame affect what you see?
• What did you observe about your subject as you
moved closer to it?
• How did your subject change as you red uced the
amount of bac kground in your co mposition ?
• What did you observe when you changed your frame
from a horizontal to a vertical format ?
• Did you like one compositio n bette r than another? If
so, which one and why?
After they have had time to experime nt with their
viewfinders , s how yo ur students the slide of Washington ,
D.C., In the Shadow of the Capitol by Marion Palfi .
Discuss how the framing of the subject contributes to the
photograph .
To guide your students in a discussion , ask question s like :
• To what in the photograph does the frame draw your
attention?
• What do you think might be outside the fr a me of
this photograph ?
• How do you feel about the living conditions of these
children? Is the effect of the photograph more
powerful because you are able to see the nation's
Capitol building in background ? Why?
• Why do you think the photograph er included the
Capitol building in the picture ? What does it
,s ymbolize?
• Would you feel the same way if the photograph e r
had not included the Capitol building within the
frame of the photograph ? Discuss .

Marion Pa1fi
~·i:z.shingcon.

D. C.. In the Shcui.ow of the
Capito~ 1946-49
from Suffer l..ictfe Children

Gelatin silver print
Collection Center for C reative Photography.
The: University of Arizona
© Martin Magner
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ACTI\'ITY: LIGHT

Light is an important part of any photograph . It shows
detail s. creates shadows, and often contributes to the
moo d or feeling of the work . \Vhen taking a photograph,
the photographer can work with natural light, such as
sunlight, or set up artificial light with equipment such as
bulbs and reflective surfaces.
Look at the slide of The Window Washer by Otto Hagel
and discuss the light within the photograph.
To guide your students in a discussion, ask
questions like :

Otto Hagef
The li-lndo w \i-l:zsher, 1939
Gelatin silvec prim
Collection Ce n!e r for Creati ve Photography,
The University of Arizona
© Hansel Mieth

• Does the light seem to be natural or artificial?
How can you tell?
• From what direction is the light coming? What
clues in the photograph help you determine the
direction from which the light is coming?
• How would you describe the light in this
photograph (natural, artificial, even, uneven,
bright, harsh, dim, hazy, clear, etc.)?
• Does the light contribute to the mood or feeling of
the work? If so, how?

4

AcTIVITY: PuT THEM ALL ToGETHER

Look at the slide of Portrait of Count Basie. San
Francisco by John Gutmann and discuss how the angle,
framing, and light contribute to the composition and
content of the photograph.

John Gutmann
Ponrail ofCounl Basi<!. S<>n Francisco, 1939
Gelatin silver print
Courtesy the artist and Fraenkel Gallery,
San Francisco
© John Gutmann

Printed with the pemtission ofCass Fey,
Cwatoc o( Educalion at the Center for
Creative Photography.
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AESTHETIC

SCANNING

CHART

.
The aesthetic scanning approach is a way to begin a study of works of art - painting, sculpture. prints, ceramics
to the study
architecture and all other forms called art. The purpose of scanning is to provide a ·common sense- approach
and
of a work of an. The approach is designed to involve the Ieamer in actually seeing what's in a work oi an by analyzing
talking about the sensory. formal. techn1cal and expreSSJve properties.

SENSORY PROPERTIES : Viewing works of art and identifying specific characteristics in line. shape . color.
texture and value (light and dark} . Art Elements.
1. Can you point oU1 and describe some of the lines in this painting?
2. Where are the cool colors and the bright colors?
ones?
3 . Look at the largest shapes in the painting. Are the circular shapes the same size as the rectangular
-7/,

~,-z..C

FORMAL PROPERTIES : Analyzing the work to determine how the artist organizes and unifies the work so that all
parts of the composition work together to express an idea and or feeling.
Organic Unity - each part of the work is necessary. Nothing can be left out without changing the work .
Theme and Variation- some feature that is repeated to give the work its character.
Repetition - an art element(s) such as color, line, shape is/are repeated in a variety of ways.
Contrast - use of opposites in close proximity e.g. light and dark colors. large and small shapes.
or
Balance- an equilibrium of similar elements (symmetry) or balance achieved through the use of unequal parts
elements (asymmetry} .
Dominance - a feature given more importance than any other aspect of the work.
forms or
Rhythm - the regular repetition of particular forms or accents; the suggestion of motion by patterns or recurrent
accents.
1. Where did the artist place the important idea in this painting?
2 . Are there colors or shapes that are repeated?
3 . Where do you see the repetition in the painting?
4 . Find the areas in the painting where the artist uses contrast to help us see the important shapes.
5. Look at the painting in terms of balance. What kind of balance did the artist use. symmetrical or asymmetrical?
1

TECHNICAL PROPERTIES : Knowing what medium the artist used (oil paint. watercolor. colored pastels,
to produce
charcoal. paper). his tools and equipment (brushes, drawing pencils, pens, printing press) and ways of working
the work (sketching, carving , painting, printing).
a bushy head
1. How did the sculptor use the carving of a rough texture in the marble to create the appearance of
of hair?
2. How do sculptors use the grain or markings in the wood to emphasize the character of the work?
3, f3 12.-U 5 rtwc,t<-k- 1 t<. t§U & H ufL F/fv 'f....
EXPRESSIVE PROPERTIES : Responding to the expressive character of the work , that is, the import or feeling

of the work .
Mood language- forms that express feelings such as sad or cheerful, bold or timid, tranquil or agitated .
Dynamic or Energy Language- forms that express a sense of tension. conflict or relaxation .
compassion.
Idea and Ideal Language - social events, psychological or political views such as nobility, courage, hope.
1. How do the combinations of colors and shapes and the way they are organized contribute to
the overall mood of the painting?
as courage, freedom, war?
2. What does the painting tell us about
3. l<.hlri/ J>c'i;S /}ItS /h<:.fl.<-'<:..ft...IC. i'Sitiv TV ,II~?

.;'big tddruch

Responses are made to works of

art in three areas:
period.
Historical - determining the nature and expressive intent of works of art within their historical context : school,
style, culture .
. Recreative - apprehending imaginatively what the artist has expressed in a specific work of art.
excellence,
Judicial -estimating the value of a work of art in relation to other works using three criteria: degree of formal
truth of the medium/media and materials, and significance.
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APPENDIX B
Examining the Art of Photographv
By Cass Fey and Liz Bashore

THE UNDERLYIN G BIAS: \VHA T MOST STUDENTS KNOW ABOUT
PHOTOGRAP HY
Most students have not taken photography classes. They know about photography from
news and advertising images and from their personal experiences with point-and-shoot
snapshots of family, friends, and events. Highly popular disposable and automatic
cameras are manufactured to deliver fully focused representations at the push of a button.
Film development is simply left to the one-hour processing store. These common
photographic experiences contribute to an underlying bias that photographs are
mechanical, instantaneous recordings that represent the truth-the real world as it is
recorded by the camera's lens.

NNE ART PHOTOGRAP HY
Fine art photography, however, involves complex intentions and shaping of imagery. As
with any art medium, photography reflects a series of decisions by the artist that are
informed by aesthetic, social, and political influences. When students are introduced to
carefully contemplated and constructed fine art photography, representing the personal
view of the artist and not just visual facts, they recognize photographs as works of art.
They also perceive the photographer as an artist and inventor, with much to communicate
about the world.

Photographer Tseng Kwong Chi is such an artist. His images invite investigation into the
expressive powers of photography. The original photographs reproduced for this resource
are large scale- 36" by 36"- selected from his series East Meets West, also called the

Expeditionary Series.
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OBJECT IVES
Through an exploration of Tseng Kwong Chi's photographs, upper elementary, middle,
and high school students will be introduced to the work of an important photographer.
They will explore the concept of creative vision, and acquire an increased awareness of
the "truthfulness" and the artistic nature of photographs. Through analysis and discussion
of the images, students will develop and sharpen observation, be exposed to the language
of photography, practice interpretive skills, and address issues suggested by the
photographs.

INTROD UCING TSENG KWONG

em

The man shown in the accompanying photographs is the artist Tseng Kwong Chi, who
was born in 1950 to Shanghai exiles living in Hong Kong. Tseng studied Chinese
painting and calligraphy as a boy. His father, who served in the war against China's
communis t revolutionaries, developed an interest in photography, which was passed on to
his son. In 1966, when Tseng was a teenager, his family fled China to escape the new
regime and immigrated to Vancouver, British Columbia. In 1972 he moved to Paris to
complete his art education. Initially, he continued his studies in painting, but later
switched to photography, because he found it more immediate and he enjoyed placing
himself in the social situations he photographed. When Tseng settled in New York City in
1979, he became part of the lively East Village art scene, frequenting galleries,
performances, and clubs. Tseng photograp hed artists and friend Keith Haring's subway
drawings as well as assignments for Vogue and Gentlemen 's Quarterly. He became a
regular at trendy social functions, photograp hing himself with fellow partygoers and often
assuming the dress and pose of his created persona, the mysterious foreign official. This
began the extensive self-portrait series that continued until the year before his death, in

1990, from AIDS.
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ARTISTIC VISION
Tseng's lifetime experiences influenced his work. These include Chinese history and
diplomatic relations, his own national identity, his observations as a traveler and a
foreigner, and his sense of humor. Artistic influences included his interest in portraiture,
surrealism, the emergence of postmodemism, and an understanding of performance and
its relationship to making art. After discovering that dressing in the Chairman Mao-style
uniform he bought at a thrift store inspired strangers to treat him as a VIP, he began
posing for his camera as a fictional communist dignitary visiting famous cultural and
natural landmarks around the world. Through selective camera angle and body
positioning, Tseng appears to be a mysterious and sometimes sinister, humorous, or
fragile visitor, who seeks a kind of star status by being photographed with celebrated
monuments. Through this series, Tseng deconstructs common notions of tourist
photography while examining and sometimes poking fun at issues such as cultural icons,
self-portraiture, disguise, celebrity, art history, national identity, stereotyping of
"outsiders," alienation, and the "truthfulness" of photographic images.

The artist stated that these photographs define him as an "inquisitive traveler, a witness of
his time, and an ambiguous ambassador" (Lombard, 1984). They depict Tseng in hls
costume, with mirrored sunglasses and occasionally, with a "visitor" ID card clipped to
his chest. His character consistently appears anonymous and impassive: an alien visitor,
with a stand-at-attention pose, even when on tiptoe, clutching an enormous bouquet of
balloons at Disney's Magic Kingdom. He announces that these are self-portraits by
posing himself and gripping a visible cable release, the remote mechanism that triggers
his camera's shutter. On a more serious note, his sinister-looking persona consciously
raises issues of ethnic stereotyping and fear and misunderstanding of foreigners.

Tseng began this project as an "artistic journey'' inspired by the historic trip to China
made by President Richard Nixon in 1972. Many had hoped the trip would be a catalyst
for improved relations between the two countries. In Christine Lombard's (1984 )video,
East Meets West, the photographer states, "A real exchange was supposed to take place
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between the East and West. However, the relations remained official and superficial,"
much like his character in the photographs, whose isolated and expressionless figure
echoes the "distant attitude and mystery still surrounding China."

STRATEGIES FOR LOOKING AT AND DISCUSSING THE PHOTOGRAP HS
Students viewing Tseng Kwong Chi's work will be curious about the character depicted-who he is, why he is dressed this particular way, and why he is visiting famous places.
Use the following questioning strategies to engage students with the photographs.

INITIATING DISCUSSION
ONE WORD
Have students look carefully at the images. Ask them to come up with one word to
describe the photographs as a whole. Have students report their conclusions. Responses
might include words such as, "mysterious," "artist," "foreigner," and "traveler." Each
one-word description becomes an opportunity to ask leading questions. 'What about the
photographs suggested this word to you?" Have students site specific details seen within
the work to support their responses. "Mysterious" could refer to the reflective surface of
the sunglasses, the stiff stance and the looming size of the figure, and the blank
expression on Tseng Kwong Chi's face. His "artistic" nature could refer to his grasp of a
cable release, the self-portrait set-up of the photograph, and the variety angles he selected.
"Foreigner" could allude to his Mao-style suit, and "traveler" could be explained by
pointing out the series of landmarks by which he posed as if he were a tourist taking a
snapshot.

EFFECTIVE QUESTIONS
Another way to initiate discussion is to introduce three, seemingly simple questions
developed by Terry Barrett, Professor of Art Education at Ohio State University, who was
a visiting scholar at the Center in 1996: "What do you see? What is it about? How do
you know?" (Barrett, 1996). The three questions, used in succession, succinctly
encourage description, interpretation, and the justification of reasoning-- through detailed
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h experiences relative to the
verbal or written accounts of student observations and throug
artwork.
Ask the following additional questions :
placed on the location, the
• Where is the artist in the picture? Is there more impor tance
figure of Tseng, or are they in balance? How do you know?
such as the landscape,
• What is his relationship to other eleme nts in the photograph,
people, and included objects?
raphed ? How do you
• Is there an imaginary or "stage d" quality about the scene photog
know?
• How does the viewer know that these are self-portraits?
language and discuss what
• Describe the artist's clothing, facial expressions, and body
these communicate about his persona to the viewer.
family 's travels snapshots?
• How do Tseng Kwong Chi's photographs compa re to your
tunitie s to connect to
Once discussion is underway, instructors will have many oppor
, and art making.
relevant topics such as cultural identity, societal norms, art history

STAND IN THE PHOT OGRA PHER 'S FOOT STEP S
Angle , Frame, and Light
t when creating an image.
Photographers make decisions about compo sition and conten
an artist considers numerous
To have a photograph comm unicat e his or her ideas clearly,
raph in the darkroom.
details when making the expos ure and when printing the photog
Angle , framin g, and light are three impor tant choices.
the artist photographs
Angle is a term that comm only refers to the direction from which
New York, 1979, ask the
the subject. Using Tseng Kwong Chi's photog raph, New York,
following questions:
the Statue of Liberty? How
• From what angle did Tseng Kwong Chi take this pictur e of
do you know?
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• What effect does the angle have on the way you view Tseng Kwong Chi and the
monument by which he stands?
• How would the photograph have changed if it was taken from a different angle (for
example, from above)?
• Considering the theme of Tseng Kwong Chi's work, why do you think this angle was
chosen? Explain your reasoning.

Framing is another technique that affects the composition and content of a photograph.
The photographer frames the subject, determining where the edges of the image will be.
Through framing, the photographer decides what is and is not included within the picture.
With Tseng Kwong Chi's Disneyland, California 1979, as our example, discuss framing
through the following questions:
• To what in the photograph does the frame draw your attention?
• How does the figure of Tseng Kwong Chi differ in this photograph when compared to
his other works? Is the stance of his persona a contrast to the balloons and the
castle behind him? What do these differences tell us?
• What do you think might be outside the frame of this photograph?
• If Tseng Kwong Chi had included the crowds of people that are always at Disneyland,
would that have changed the message of this photograph? Speculate.

One of the most powerful photographic influences is light. It shows details, creates
shadows, and often contributes to the mood or feeling of the work. Observe the
quality of light in Tseng Kwong Chi's Leaning Tower of Pisa,l979, and ask the following
questions:
• How would you describe the light in this photograph (for example, natural, artificial,
bright, harsh, soft, etc.)? What leads you to this conclusion?
• From what direction is the light coming? How do you know?
• How does the light affect the way we see Tseng Kwong Chi's face and attire in this
self-portrait?
• Does the light contribute to the mood or feeling of the work? If so, how?
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Responses might include how the angle, fram.ing, and light in the image contribute to
creating a foreign , mysterious, and even menacing feel to the work.
Applying the angle, fram.ing , and light discussion to Lake Ninevah, Vemzont 1985 would
elicit a very different response, as these photograph.ic elements contribute to a much
softer mood that reflects Tseng's fragility and isolation as a foreigner. These approaches
could lead to a discussion about how students feel when confronted with someone who
looks different from the majority, as well as how it feels to be an outsider.

CONDUCT A THOROUGH VISUAL ANALYSIS
Learning to Look
Th.is lesson has been inspired by an aesthetic scanning chart developed in 1985 by Harry
Broudy and Ron Silverman at the Getty Institute for Educators on the Visual Arts in Los
Angeles. It encourages an in-depth, formal analysis, and suggests teachers pick and
choose the visual elements most applicable to the work being discussed. The format can
be used as a guideline to discussing any of Tseng Kwong Chi's works as well as other
photographs.

As a beginning exercise, ask students to describe the photograph briefly in a sentence or
two. Look.ing carefully at the photograph, students should then be led through the four
categories described here. Select the properties in each category that seem most related to
the photograph being discussed. Note: This exercise works best when comments and
responses relate to something seen within the work.

Visual Elements within the Photograph: What you see

Light and

Does the light seem to be natural or artificial? Harsh or soft?

Shadow

What direction is the light com.ing from? Describe the shadows.
Are they subtle or do they create strong contrast?
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Value

Is there a range of tones from light to dark? Squint your eyes.
Where is the darkest value? The lightest?

Focus

What parts of the image are clearly in focus? Are some parts out
of focus? Note: The range between the nearest and farthest things
that appear in focus define the photograph's depth of field.

Scale

Discuss the size of the objects within the work. Does the scale
seem natural? Explain.

Space

Is the space shallow, deep, or both? Do overlapping objects create

a sense of space?
Shape

Do you see geometric or organic shapes? Are there positive
shapes, such as objects, or negative shapes representing voids?

Line

Are the lines thick, thin, curvy, jagged, or straight?

Color

What colors do you see, if any?

Texture

Do you see visual textures within the photograph? Is there an
actual texture on the surface of the photograph?

Design of the Photograph: How things are arranged

Angle

From what vantagepoint was the photograph taken? Imagine the
photograph taken from a higher or lower angle or view. How does
the angle affect the photograph?

Framing

Describe the edges of the view. What is included? What does the
framing draw your attention to in the photograph? What do you
imagine might have been visible beyond the edges of the
picture?

Dominance

Close you eyes. When you open them and look at the photograph,
what is the first thing you notice? Why is your attention drawn
there? Are there other centers of interest? How are they created?
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How do the focal points help move your eye throughout the
photograph?
Contras t

Are there strong visual contrast s-lights and darks, textures, solids
and voids, etc.?

Repetiti on

Repetition of visual elements can create unity-a sense of order or
wholene ss that holds the work together visually. What elements
are repeated? Do they contribute to a sense of unity?

Variety

Variety often creates interest. Can you see a variety of visual
elements such as values, shapes, textures, etc.?

Balance

Is the visual weight on one side of the photogra ph about the same

as the other? How about top to bottom and diagonally?

How the Photogr aph Was !\'lade: Method and Equipm ent used:
Instructors can discuss anything known about the photographic techniques,
camera, or film that seems pertinent to the work.
What the Photogr aph Commu nicates: Feelings and Mood:
Based on what you have seen, what do you think the work is about? What does it
mean or commun icate? What words would you use to describe it?

EVALU ATION
Student comprehension can be measured through verbal and written commen ts.
Responses to the suggestions listed below will provide teachers with a strong idea about
as
whether or not students have develope d descriptive vocabula ry and interpretive skills
well as an understanding of the artistic nature of photography.
• Expand "one word" descripti ons to construct a poem from a series of words
elicited by the photogra phs.
• Develop a narrative based on what you see, incorpor ating vivid descriptive
language inspired by the work.
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?"
• Respon d to the questio n, "Do photog raphs represent truth or fiction
• Are Tseng Kwong Chi's photog raphs works of art? Explain .
may be interpr eted
Divers e reactions to the art\vork will emerge , as artistic expression
es are on track when
quite differe ntly from one individ ual to the next. Studen t respons
Challen ge students
interpr etation s are linked to specific photog raphic details and issues.
freedom to expres s
to incorpo rate the vocabu lary they have learned. Allow them the
pinpoin t the source(s)
person al reactio ns to the photog raphs, but mainta in that they must
seeing.
of their percep tions through detaile d descrip tions of what they are

raphy.
Cass Fey is Curato r of Educat ion at the Center for Creativ e Photog
a graduate studen t in
Liz Bashor e is an intern at the Center for Creativ e Photog raphy and
Art Educat ion at the Univer sity of Arizon a.
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APPENDIX C
Interview 1: 06-20-2000, 3:00 p.m.
Board of Fellows Room, Center for Creative Photography
Cass Fey, Curator of Education

CCP and DIVERSE DIRECTIONS
1. Describe your position (Curator of Education) at the CCP.
CF: I'm responsible for all the educational programs- public and school. So, that
sometimes gets defined by the audience who requests use, although I do outreach efforts
to bring in audiences. [The audience is] primarily school, but public also. Print Viewing
is for public and school use, and so are the exhibitions.
Based on observations, you also spend a lot of time writing grants and developing
curriculum, for Indivisible as an example.
CF: It (curriculum development) inspires use of the collection. So it's basically all about
getting people to understand the value of the Center's collection as a resource, or as some
sort of enlightenment.
2. What is your educational background and how did you become involved with
the CCP?
CF: Actually I've been involved with galleries or museum education since I was and
undergraduate at the University of New Hampshire in 1976. I started a program in art
education ... that was my masters degree. My undergraduate degree was in studio, and as
an undergraduate taking studio courses, I took photography. But I also had a part time
job with the university gallery training teachers to use the facilities, so it started a long
long time ago ... this sort of gallery work or connection to the work of art. And, then I
decided to get my masters degree in art education to teach and that's what I intended to
do. I did a year of teaching, and then during that year I taught high school
photography ... but I also taught drawing and art history ... mixed media. Several
different things. And then I did teach for a year before moving here to AZ. And, it was
just kind of serendipitous. I was intending to teach here but there were very few teachers
in the schools out here, and so I actually took a job teaching at the Tucson Museum of
Art school. Before I even started that job they hired me as the assistant director of that
school. .. because I just started coming in and helping out, because classes didn't start for
a while, and then I moved up through that system. I was there eight years as their
education person, and really started valuing the relationship to the original works of art
and the fact that you could do teaching without having a lot of classroom responsibilities.
And that grew on me and it became my career direction. It didn't occur to me to go back
to teaching after that, although I did teach art history at Pima for a few years, and I really
enjoyed that.
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And then how did I come here? I always valued the Center's collection, and I always
thought that it was a great potential for things I enjoyed doing with classes and with
programs. And the fact that the collection was accessible through the Print Viewing room
meant that I could curate my own classroom exhibits. In essence it's like a classroom.
And that is extremely provocative. It's very energizing to do that. So when the opening
came, I applied for it but I thought, well I'm not really a photography specialist. I know
about photography. But, it's not what I majored in. I understand the basics, but I've
always been kind of a populist in that I feel that people can learn a lot from works of art,
and the teaching aspect comes in there. Not about how to make it. But what can we
learn from studying it, which really became solidified in my museum education
background where we moved away from the making of the object into the interpretation
of an object or the understanding of how this object came to be and what its value is.
That just appeals to me, and they hired me. They were looking for someone to make the
collection appealing to a wider audience rather than a photography audience, which is the
way it was before I came here. The person I replaced was a photographer. He worked
quite exclusively with photography classes. And, I am not, per say a photographer, and
my take on it was entirely different. So it was like building a program. I mean,
Print Viewing existed, but it primarily existed for the general public and for photography
and art related classes. Not for forth grade, or writing composition, or women's
studies ... the way that I define it. If you look at a university catalog, there are far fewer
art classes then English classes or humanities. I personally learn a lot from each exhibit,
and you just realize what the potential is out there for classes that haven't been initiated.
3. How would you describe (to someone writing from the Web site) The Center for
Creative Photography as an institution?
CF: It's a repository of resources from imagery to art to ephemera and historical fact. ..
books, periodicals, video-tapes of artists, a stellar collection and changing exhibitions.
It's kind of limitless. I always phrase my description of the Center around what the
person wants. Are they a fifth-grade teacher or an art professor? Are they writing an
article on something? It really depends. It's such a repository of information that it can
be a resource for almost anything or anyone. It depends on what they're looking for.
Every once in a while we're stymied. I mean, photography has been around since the
mid- eighteen hundreds but there are a lot of events that took place before that. Certainly
some of those places are revisited by photographs. Like, look at Africa (exhibition, Lynn
Davis). There's a lot of history there too.

4. What is the mission of The Center for Creative Photography ?
CF: It is to encourage the appreciation and study of original photographs.
5. Do you feel that the CCP's current Web site has had an impact on the public?
CF: Probably. Most of the email responses I get are not from locals. They are from
people who may never get here. So that's an interesting question. I mean, if we asked
our PR person, she might have a different answer. She might get local queries. My

142

quires about the Web site are not local. So when you say draw people in, if you mean
into the museum, not necessarily into the concepts, I would say yes.

6. When did you first begin to formulate plans about Diverse Directions?
CF: About three years ago.
7. What avenues did you have to go through in order to gain approval for the site?
CF: When you're in a department that has built itself, that is the first approach in terms
of. .. giving myself permission to set aside time to do this. You know, I brought it up at
meetings and people thought it was a good idea. It was just a questions of, well, how do I
make this happen? I'd gotten into this pattern of producing a certain number of
educator's guides each year ... and then interestingly that became expected.
As a focus of your job?
CF: It becomes a focus for a while. But, when you're writing grants as an institution,
one of the things they look at are your Web resources. And so the statement was made
on grant applications that the Center through the education department would be
producing at least two educational guides a year for the Web. But I think somehow it
became related to exhibitions. And this is something different, because this (Web site
and PrintViewing) is not about an exhibition. It's about an educational exhibition that I
do. It's not about our changing exhibit down stairs. So, you know there were times when
I said 'I want to do this' and this is going to be the focus. You might write a guide for an
exhibit, but then there's a lot that goes into the Web site that goes beyond what you might
hand out in a gallery. And there are always some reality checks that need to happen
during those expectations. For instance, our Web, and I'll put this in quotes,
"webmaster" is now gone. We don't have a Web person. We have someone we can rent
or contract. It takes a lot of effort and backing to add a staff position to a museum.
That's just not something you do lightly. And so, unless you've actually worked out
building your own Web site, knowing what's involved, ignorance can be bliss and you
can just assign someone to do these things. I have very staunchly, actually, refused to
learn all of the Web mechanics because I don't want to be relegated to that role. That's
what tends to happen in museums, and I don't want that. I'm a content person and that's
what I say. At some point I' II probably have a job doing that some day. But, I know that
the more you know how to do that around here, the more you get called upon to do it.

PRINTVIEWING
8. Diverse Directions conceptually originated from your PrintViewing experiences.
Can you describe an average PrintViewing session?
CF: The initial ones, I was approached by the Am Phi [Tucson, AZ] school district. A
couple of third grade teachers were having their students create photo stories, and they
were looking for some enhancement to their project. Something to give them some ideas.
It was kind of a fledgling program they were trying. And so, this was a while ago- the
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first year I was here, so perfect timing because I was just getting to know the collection
and you know, I never really had to go solicit things to do. They just dribbled in the
door. That must have been six years ago, seven years ago. So, I sat down with the
teachers and asked them, how are you approaching this? And they said, well we talk
about processing and we talk about sequence and things like that. And I listened and I
said well it sounds like you want some straight, journalistic approaches, but you also
want some creative ideas and I should think about that because, for instance we have a lot
of fiction and a lot of dream imagery. And they went, oh really! So I had to really start
looking at the collection a little bit more and started asking the staff well what would you
pull if you were going to show this or that? I must have been here for about six months
because there were some prints that I kept pulling because I liked them for one reason or
another. An example is Uelsmann and Adams. Adams uses a very straight approach and
Uelsmann is very manipulated, so it's a contrast that most people get right away. So the
average Print Viewing sessions for those kids, because they were creating photo stories,
would be to expose them to the ten or twelve different approaches that are there; and talk
about, how do you think the artist did this, and do you think you could make this kind of
photograph? Just get them thinking in their own minds what they would have to do in
order to do that.
Process-wise ?
CF: Not so much process but like with Arthur Tress, you're choreographin g. You're
creating a set. Putting things in and then photographing it. So I'm not sure what you
mean by process. Not the photographic process.

What I meant by that is how a photographer might frame an image, for example.
CF: Oh yes, the viewfinder I developed. Right away that became important. Because
third graders, as soon as they get a camera in their hands they want to take pictures. So
they need to learn patience and they need to learn how to be discriminating , and the
viewfinder is a good way to do that. So, we would interject the viewfinders. You know,
it's very interactive. They ask questions and I ask them for responses, and we sort of
build up to this mixed-media, almost frenzy, with Judith Golden's mask book, which they
are just awed by. Then I just have to backtrack them a little bit and say, okay now you
should practice using, and I suggest this to the teachers, let them have their fun with
feathers and sequins on photographs. Let them get it out of their system, and they should
only use them if it works for the story that you're going to make, which is good because
they all want to use that stuff when they see it. So they have to again be discriminating,
and they have to get past and get their fill of practicing and trying. And sometimes the
idea for the photo story comes from the process they are drawing, or sometimes they
come in and have to decide which approach works best. It just depends on what works
best for what you want to do. And it's fine if you get your ideas from the materials. Lots
of artist do that. And I want them to come away from here thinking differently about
what they thought they could do. I want them to understand that there's not just one way
to approach it. So, that would be a typical session with those kids. Then there's a typical
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session with high school students, or even the university, where the instructor says, I
know the Center is there and it's a great resource, and I don't know what exhibit is up,
but I would really like my kids to be exposed to a museum like that and to learn more
about photograph y. That's perfect for prints because it shows them the possibilities. And
you just talk to them about it in a different way. You don't talk about making their own,
you talk about well, tell me what you think this photograph er was trying to communicate
with this work. You use the same prints. You just approach it in a slightly different way.
You approach it at their level. Then if it's a writing class, you really get heavily into
fiction and non, mixing ideas, artistic expression, context. It depends on what they are
studying. I don't know if there is any typical [session]. Every once in a while I'll take
one out or add one in. It depends on if the teacher says "I'm really interested in this, and
maybe that's not there." So then I' 11 just eliminate one of those and bring one of those in.
So it ' s a really good base for one of those requests, unless it's coming from a
photograph y class and they want to see this or they want to see that.

You were saying that straight and manipulat ed are two good ways to initiate
conversati on due to the stark differences between the approache s. You then
mentioned that in PrintView ing, the categories build up to mixed media ... so do you
find that the categories become more complex?
CF: Well I guess I'd like to have the basic, underlying understand ing of is it a straight
image or is it manipulate d image because the underlying bias is that it is the truth- that
it' s real. And so you want to show them that. You want to show them how it's not real,
and how that is too simplistic. So it's a good foundation to build on because once you get
into the fiction and the mixed media, you are using the elements of the real world or
truth, but you are manipulati ng the elements. So it's just kind of a building block
approach. And I think if you threw in the mixed media right away, the sequencing would
be lost a little bit along the way with certain age levels. So that's I guess how that
originated.
Do you think that perhaps everything can then be broken into straight and
manipulat ed photograp hy?
CF: Well that's an interesting question. In a pure way of speaking, probably. Straight
meaning you've recorded pretty much what's in front of the camera's lens although
you've still, you're adding your interpretati on to it. In manipulate d, you're adding,
meaning you've somehow changed the negative, or the color so that it is somehow not
what was in front of the camera's lens. So that's an interesting question because there
are combinations. For instance, when you are doing the dream imagery, that's something
that is choreograp hed, real life objects.. they were set up into a scene and then
photographed. So, if you were going by the book, that's a straight photograp h-it's not
manipulated. But if you approached it from reality, it's very manipulate d. It depends on
your definition. Somehow manipulati ng that view (dictionary description ) by changing
or combining negatives, or layering or mixing or montaging , that's a manipulate d
method. So pretty much, you almost can. The boundaries are not there. As soon as you
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give it a boundary, then someone comes along and makes your boundary false, I think. I
like that about the medium. The medium is very fluid that way.

9. Consideri ng how extensive the CCP collection is, how did you decide which
artists were most important to include in the PrintViewing sessions?
CF: It was a combinatio n of things. It was prints that I had worked with. It was teachers
telling me what kinds of approaches the students could take. It was asking for their
opinions : But ultimately, it all had to make sense to me. I rejected some, and I started
looking. I mean the good thing about the timing of this is that I had not hit inundation,
and I had time to delve into the collection so I spent a lot of time looking. And
previewing is another thing. When you spend time in PrintViewi ng, you see work that
you don't know is there. So, I started stopping in PrintViewi ng on a regular basis and I'd
see something and it would click and I'd think oh that's neat, I could use that. So it was
just through viewing the resources that were here. And I've always relied heavily on my
own intuition. I feel that it has to make sense to me, really make sense to me, in order for
me to educate someone else. I'm not that great working from a text book, because
sometimes I'll disagree with what the author is saying or it won't make sense. Like art
history books, I really dislike when the text does not fit an example they've chosen. And
so that's what is so great about this. I get my own examples and rewrite the text if I want.
It just makes sense, and I mean, it's kind of autocratic, but it's worked and teachers have
made suggestion s too. I get ideas from Janice too. She'd be conducting a PrintViewing
session and she'd be talking to the students and saying, you know, look at this work, and
come up with an idea. So it just flows. There's never one way.
10. Are the artists utilized in this setting similar to the ones being used on the
Diverse Directions site?
CF: I think it's going to have to start small and build. And so, we've built some real
basic concepts- the straight, manipulated, fiction, the documenta ry approach, and the
mixed media approach. Those are really strong approaches and they make nice contrasts.
I think we'll start with those and under each one there are several possible artists. I'm
always sensitive to male/femal e. Do we have enough female artists represented, and
subject matter? I just want it to be diverse in a lot of different ways. Nationalities, you
don't want just one major. .. I mean, unfortunate ly, our collection is white male biased.
But there's still a lot of depth in the collection, so that you can just ignore a lot of that and
find someone else who did a nice job.
11. What factors do you consider before educating a group of students?
CF: The primary factor is, what is the reason for bringing the students to the Center?
What does the teacher want to accomplish ? Because when you're audience building, you
need to fulfill that obligation. Then they start seeing the possibilitie s for return visits. It
takes a lot to organize a field trip. I understand that and I respect that and so I really want
it to be worth while. So I ask, what's your objective for coming? Is there a written
assignment? Would you like to talk about your objectives? And sometimes their
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assignments are so wishy washy, and I help them get a little more meat. Sometimes they
are just great.

So they approach you with their curriculum and what they are teaching?
CF: I ask them for that if they don't. Usually the university ones are really to the point
about what they are doing. For instance, an English class may say, we're studying text
and composition. That's pretty specific, and so that's easy to relate to, visually. Or we're
looking at contrasts. So, you know, that's what I want to know. Then age. So first of all,
what's the objective, because the teacher knows the students, although sometimes at the
university, these first year and second year grad students sometimes don't know the scope
of what the students can do. They overestimate their experiences, and this is new
territory - interpreting works of art. And they need to sometimes slow down and take a
few steps backwards so the kids get it- get the basics. That's why Learning to Look is so
comfortable, because they go, oh that's a great idea, and then they interpret. You give
them tools and they can assign parts of it. Time is another one. Sometimes they assign
too much time. I really don't want a forth grade here all morning. They'll be board and
antsy ... they'll be good for two forty-five minute sessions max, so I draw the line. I can
do that. It's my classroom. That's one of the nice things. I don't have to have them
here.
12. Have you developed any techniques for eliciting discussion? Explain.
CF: There are some very sure-fire direct ones. You have to gauge the group. We had a
group of students in there this morning that were so silent and whispered when they
asked questions. It's a writing class, and they are incoming freshmen. You know. They
are looking at each other and no one wants to be the first one to speak. But it's a writing
class, and they had a specific assignment they were working on. If the instructor had
asked me for something a bit more interactive, it would have been a little more teeth
pulling and I would have had to single out people for responses. You know in
elementary the hands fly up and everyone wants to respond ... until about sixth grade, and
they start pulling back. The thing about these prints though is that they are very
engaging. There is always something. There are some exhibits that are harder to talk
about with middle school, quite kids unsure of themselves ... so it depends on the work
that you are showing. If you talk about these prints, they are engaging and everyone will
talk about them to some extent. And so I might say, alright I want you to spend five
minutes looking and then I want you to stop in front of the one you are most curious
about, that you like the best or the least. And then you go around the room and start
talking about them.. Or you let the work speak. The questions we develop really lend
themselves well. You just looked at Ansel Adams and then you look at Jerry Uelsmann,
and you say, now is this the real world? Parts of it are real and parts of it aren't, so it
stimulates discussion. Or, how do you think this is achieved? Once you've broken the
ice a little bit, once they've spoken or heard their own voice, it's better. So again, it
depends on the group. I don't think there's one great way ... actually my sure fire
question for anything is what do you notice first in this work, and they'll point right away
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because their eye was drawn there. Well why do you think you noticed this? And it gets
them investigating and speaking. This is my very sure-fire way to elicit a response. So
there's a lot of importance that is placed on this.

They way one would envision a museum situation is that the educator would be
describing or lecturing on the work. But you place a lot of importance in getting
them to immediately start talking even if it isn't about the most relevant point
concerning the picture ... beginning the discussion is quite crucial in that situation.
CF: Forth and third graders that are making the photo stories ... absorbing is the most
crucial part for me. The ideas come later sometimes. It depends on the group. I want to
make sure that they feel comfortable and that this is something that they can achieve. For
the class that is looking at what are the possibilities of photography, I want to start the
discussion and get them to think about what the artist was thinking about possibly. It
vanes.

COMPARE and CONTRAST
13. What are the benefits of viewing photographs in the PrintViewing setting?
CF: Obviously seeing the original work, the original size, and presentation are benefits to
Print Viewing. Some of them are presented if they come out of a portfolio that the artist
has created, then everything is a part of the art. In Print Viewing, you see all of them in a
row rather than kind of clicking from one to another. The ability to ask questions and
offer opinions would be important. And just that group interaction. Seeing what other
people have seen and hearing what other people have to say gives you ideas, rather than
looking at it alone.

14. Are there any the drawbacks concerning the Print Viewing setting?
CF: The drawbacks are in conservation and preservation of the work. It's very popular
work and so we have to be extremely careful. Right now I'm editing some of it so that I
don't use all the same work every year because that would be unfair to the work. It's not
like it's a marble sculpture. These are fragile. So the major drawback is in the handling,
sitting on the shelf in lights, and people pointing at them.

15. How will the Print Viewing experience differ from what will be experienced on
the Web site?
CF: I see the Web site being much more multi layered. One of the reasons we actually
thought to make this into a Web site and to present it to a wider audience was that we
developed it for third grade and in the third grade you don't interject much art history and
content. You do some, but not a whole lot because they won't retain it and it's not really
crucial to the reason that they are there. So it is one of the things that gets left out (in
Print Viewing) . Not totally, but a little bit. It's included a little bit. If you want more on
the artist, you' II be able to click on that biographical information and get much more than
we'd be able to say in a forty-five minute PrintViewing .
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So time is a big factor?
CF: Time, you can revisit it. It's there. It's not going to go away. You don't have to
come back and make an appointment. Well, time is an interesting one. When you said
what might be a drawback, time is one. You also don't have access to all the information
that will be on the Web site during Print Viewing. And so, if you want to delve into one
approach or artist more thoroughly, there's time to do that. There's a little bit of time for
questions. An advantage of the Web site is that there will be more selection. It doesn't
matter how many we add. This could be a ten year project. It just keeps growing and is
much bigger than what you can fit into PrintViewing. And I see it as that. I see it as
once you start then you just keep adding to it.
16. Do you see any areas where the Web site might offer benefits that can not be
duplicated in a Print Viewing session? Explain.
CF: When teachers come, they are really excited and they are writing frantically. On the
Web site the information will just be there. If they want to pull off a lesson, it's there.
They don't have to be scribbling because you're asking interactive questions and
interpretive questions or because you've given them an idea. However, sometimes the
questions of the group spawn a remark that is very original and very pertinent that would
not be on the Web site because it hadn't occurred to me. So, again, it's that group
interaction. We get a lot out of that.
It just occurred to me that you have a real heightened awareness of group
interaction, and when you're eliciting a discussion you're looking for that from the
students. Will you encourage teachers to identify those interactive moments in the
same way on this Web site?
CF: That's a good point, and I think they'll do that. I have this term that I use and it's
called invested teachers, and that's sort of who I create things for. Because I think that a
teacher who is invested and curious already has the sensitivity to identify group dynamics
and how you learn from group situations. And they'll come to this knowing to expect
that and will jump in it when it happens. I've seen it happen here. But I've also seen a
couple of teachers actually stifle the kids. But, I'm not going to change that, I mean I
could when I was in Print Viewing, but not when I'm in the classroom.
Is it because they don't have a lot of experience approaching photography and art?
CF: Or in my mind when that has happened, it has been that they are disciplinarians, and
the kids weren't being unruly but just being curious. And it was an overreaction. So it is
just classroom style and management style. They were here for a field trip, but I don't
know if they'd be invested enough to look up the Web site and get the information. A lot
of teachers will. But, again, the nice thing about being a museum education is that I don't
have to make it equally productive for each class. I mean, I'll be real straight with that.
If kids come in this building and they are slouchy and pouty and acting up, I really don't
have time for them. I don't have to and I would rather spend time with the students that
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are. It's just my prerogative, thank you very much. Another reason why I'm here and
not in a classroom. You know, just pulling those teeth- I'm not a social worker. I get to
say good bye to those bad classes.

GOALS
17. Describe the overarching goals of Diverse Directions.
CF: I know a good thing when I see it and I've been experiencing this work for a number
of years. And I've had a lot of positive feedback from instructors. I've thought to
myself, this would be fabulous out there. Look at the potential . .. I mean some exhibits
have a lot of different approaches. But there may not be six or seven artists through
which you can go in depth. Usually when you have an exhibit, there are different artists
and one or two images by each photographer. This has been set up to be a really great
educational exhibition with the purpose of educating about the "diverse directions" artists
have taken in photography. And it works really well for that.

So the goal is basically to educate students on the Diverse Directions of
photography?
CF: The possibilities. If you look at our overarching mission, to encourage the study and
appreciation of original photographs, my hope is that this would encourage a curiosity
and interest in photography in general. I don't know if they'll ever come here, but I
guess I'd like them to start thinking about photography in a different way than they do.
What the possibilities are. I like to get them when they are students, not that I want to
create little photographers. I just want them to see it as a resource for learning,
communicating, and creating if they want to do that.
When you we were writing the introduction to the Tseng Kwong Chi article and you
justified photographic instruction by stating that kids are inundated with media
based images. Describe how you see this as a factor affecting their familiarity with
photography.
CF: Well, I think that the more you learn about anything, the better you are able to
understand and deal with it. And if you understand that a photograph is essentially an
artist's interpretation of something, an artist's rendering, an artistic communication, then
you know that it was contrived with a purpose. If it is an advertisement purpose then it
wants to get you to admire or buy or own something. If it is a journalistic purpose,
usually there is a slant. Are we going for sympathy here? Do we want to make people
upset or angry with this? And I mean, even with film. Let's say film and TV
commercials. It's all about interpreting things in a certain way to have a certain affect on
the viewer. And so if you understand that, and if you are able to articulate how this mood
was communicated by this work, you are much more in control. There is an awareness
factor that I think is important. It allows you to find your way and navigate, because
there are a lot of images and they do sell you things. They sell you ideas. I mean it is so
powerful for a young girl to know that even those skinny little models in magazines are
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airbrushed sometimes, because they are not perfect. That perfection is not achievable in
the real world. That's a powerful concept. That understanding helps you figure things
out. I mean, we learn a lot from the images that are put out there, but who's putting them
out there and what do they want to teach the viewer?

18. Who is Diverse Directions for?
CF: Teachers. And I don't know if it is a particular teacher. You were sitting there
when I got that email the other day, and it was from a high school photography teacher. I
don't know if I have an absolute, intended, prime education audience, and I've never
approached it that way. And, PrintViewing shows that. It started out as a third grade
thing but it is ageless. So that makes it less limiting. I try writing the information for an
adult who will read it and come to an understanding of it. And then I expect that the
teachers will teach to the level of their students, taking bits and pieces of it. A photo
teacher will approach it very differently than a fifth grade teacher. But I think that they
can equally get things out of it. I think that the fifth grade teacher probably doesn't know
the darkroom and probably isn't going to go take photographs in this style. But the photo
teachers love it for that, because you're getting into the artist's mind. And then they
assign assignments that incorporate fiction or dreams. A lot of them have written things.
It provides great ideas for classroom assignments.

19. How, specifically, will it be used by teachers? In what scenarios do you envision
it being used?
CF: Diverse Directions will be used in different ways. A photo teacher might choose
assignments and might run off pages as examples. Critiquing is a big one. The
interpretive questions and strategies work well for examining work for self critique and
for group critique. Certainly writing or discussion, applying some of the suggestions on
the Web and looking at images on the screen. In your scholastic computer lab, you could
assign that kind of thing. Or, looking at other photographs but using some of the same
interpretive methods, because they are written in a way that you can use them again and
again because of the kinds of photographs. And one of the things that I started doing is
moving away or broadening the interpretive approaches. And for Indivisible, I think I
have five different approaches. And, when the slides are in different educators guide
they' 11 be matched up to certain suggested approaches for that slide because Learning to
Look does not work very well with very straight documentary work like Lauren
Greenfield, where it is very content driven and not composition driven so much. So it is
getting them to understand that there are strategies, and by suggesting those then the
teacher could take that. .. and in a critique or when looking at a photograph or writing
about a photograph, you learn to look for a very formally contrived image and use the
effective Terry Barrett questions for something that fits. Although, what I'm finding is
that those really work across the board, although they don't necessarily work by
themselves.

They have to be more specific for the given photograph?
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CF: Yes, so that if you're going to do it as a general, it is good to include it with another
approach. Maybe Angle, Frame, and Light kind of a combination because I find that
teachers need a little more direction than just those three questions. They can take that
way too literally. As witnessed, the ones that were here from TUSD in the gallery.
Those were questions that they were having trouble with. And, again, they aren't mine
originally, so I'm not sure I'm totally ... I wish that I was better informed about them
myself. That must come out because they don't get it as well. He didn't have any
trouble when he was here.

In terms of getting the images into the classroom, we've talked about how teachers
would be able to do that, or do you find that you see these specific photographe rs as
secondary to the approaches?
CF: Actually, I think I do because there are other photographers. I could substitute fifty
photographer s for each approach. It's more understanding the concepts and somehow
applying thein. But then again, they'll apply it in different ways. There's no one way to
do it. I just give them examples. Some people like that. They want real step by step.
Some people like myself if I'm reading a recipe, I'm already thinking about how I can
tweak it to make it something I want it to be. I guess it is more like a concept. The
possibilities- I like feeling that the possibilities are enlightening. Oh what if I tried this?
In some situations an instructor may have had little access or exposure to
photography . When looking at, let's say Judith Golden's mixed media work which
is generally an alternative to what we usually associate with photography , will they
be able to find another artist to match that approach outside of the Web site
context?
CF: Well, that's a good question. If they wanted to show examples, they'd probably
print them off the Web. It may engender some need to buy slides, and maybe that will
happen. I would think that if the demand were great enough, then we could do slide sets
and charge for them. I've had a lot of teachers use the Web site, and I've never had one
of them say can we get slides of Tseng Kwong Chi's work or Ansel Adams's? Never
one. Never one.
20. What is meant by "visual literacy", and how is this concept a part of the goals of
this site?
CF: I guess I would describe it as the ability to understand a visual image, and with
understanding comes an awareness and an appreciation because there are new
understandings, and when ever that happens it is usually associated with an appreciation.
So it is just another way of achieving moving towards the goal.
21. What do you see as your role in the creation of Diverse Directions?
CF: Well , I guess I'm the driving force. I have the content and I have the information. I
don't necessarily have the time and the Web experience. So I guess I'm the
choreographer, and I have to pull the parts together.
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When you picture its construction from here on out, or if you reflect on the meetings
we've had so far, what do think your specific tasks are?
CF: Well, initially I was trying to assign tasks to specific students to pull information
together that would be necessary as a starting place. And then I saw myself sort of sifting
through that and editing and adding things, making it sound as if it was coming from one
person's voice rather than four different people, and we've achieved some of that. I've
interviewed a few artists, and I got some permissions, so it's a multi faceted task. All the
information exists for starting the computer related ... but then there's the time element.
Is it a priority to buy the time of the Web person? The whole museum has been taken
over by this other project (indivisible) including me, so ... but this too shall pass. You
know, it's just a bear. Every one of us is included. So, it will not be a priority for
anybody including myself right now. But, I'll push it again, because it's important and
because of the potential.

What do you see as specific tasks that have yet to be completed?
CF: I have to think back to different things. I mean, we've actually mapped out
strategies in terms of what it would look like. In my mind the outline is in place, the
approaches, the artists within the approaches, and the photos for each artist. Questioning
strategies exist. They just have to be applied.

So, basically it is just packaging and making it digital?
CF: Making it digital. Yes. The layer for me that is the most time intensive is spreading
everything out about one approach and one artist, and digesting it and spitting it back out
so that it is like one voice, which is important because it is like writing a text book. And
that is ideally a great summer project. If this other one weren't consuming me, that's
exactly what I would be doing right now. But, priorities being what they are, we've
undertaken this big commission, and it's happening. So, I mean this has to be driven by
me because it's a project and it's not exhibition driven. And from time to time, the
mu seum's priorities are not my priorities, but they have to become that. That's the way
things work. Yes, so structurally and conceptually this has originated from your

experiences with students in the museum setting, and so for that reason it follows
your vision. It is personalized. Yes, right.

LAYOUT
22. Describe the informational layout of this site.
CF: Usually these things exist in my mind. There will probably be thumb nail images. I
mean, different things interest different people. Some people might go, oh fiction, that' s
interesting, and some might see a little thumbnail of Arthur Tress's fish tank and go, oh
what in the world is that? And then you know I image there will be a couple of ways of
doing that. Not just one. Well, it's funny. Since I've never created something with the
thought of it specifically being a Web site first, that will be a part of my learning process.
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And I would be talking to the Web person about that. Because I don't think that. .. I
mean, I know the information that I want to impart, but I won't know the best ways to
invite people to partake. That's the Web component, and someone's going to have to
come to me and say, well look-here's the options. You can do this. Do you want them to
be able to blow up this detail? Sure! But then you have to balance that with what kind
of capabilities do most schools have. I mean, I do not like when you go to a Web site and
you do not have something, and you can't experience that. A component. I don't like
that. That turns me off, so I'm assuming that it turns off a lot of teachers. So, I would
rather it be meaty and not gimmicky, rather than lots of bells and whistles, so that it's
more of a, again, populist approach . . . so lots of people can use it. I mean, you can
envision down the line, we have these wonderful video-tapes, of these artists. Wouldn't
you love to have a little clip of Ansel Adams talking about light and shadow. They exist
down in our library. And so maybe that's an element that will be added on sometime, but
I can't see that happening right now. I can't access audio and that kind of stuff on my
cOinputer, so am assuming that a lot of places can't. I could see someone going in when
I' In long gone from here and adding these elements.
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APPENDI X D
Interview 2: 06-22-2000, 10:00 a.m.
Board of Fellows Room, Center for Creative Photograp hy
Cass Fey, Curator of Education
1. Can you specify how you arrived at the approache s being used in this site?
CF: I think that a Web site is not a linear process regardless of how you arrange things.
And, I think that people will be drawn into certain aspects either by artist's names, like
Ansel Adams or the idea of a mixed media piece or fiction. So I will do it as building
complexity or layers, but it's not going to be a, this is the order you follow. People will
pick what they want to go to first, and then they will follow from there. And then if they
are interested click on another [approach] .

Amid the many different approache s in photograp hy, why have you selected to
educate on these specific approache s?
CF: It has to do my interest in an understand ing of photograph y's growing relationship
to writing. I learned that when I was working with writing classes, the more sense it
makes ... when you are trying to introduce a concept like photograph y is fiction which is
relatively unknown to the lay person who hasn't been in a photograph y museum. It
makes sense to do it in a way that is something they are familiar with, fiction and nonfiction in writing. So then, that's part of it. .. and it has to do with the initial print
viewing with the third graders and what their instructors were looking for: process. Now
process made me think of Judith Golden because it really is a process starting with a
photograph and embellishin g it to a complete metamorph osis. And then when my mind
was in the vein of how do artists communic ate with their photograph s, other things would
just happen as I saw someone' s work, maybe in print viewing or in curatorial. You'll
walk by the table and maybe there will be work out, and so I thought well that would be
an interesting category. So there wasn't a linear way of deciding it. It just came in bits
and pieces.

Do you have any ideas for categories that will be added in time?
CF: That's an interesting question. Probably they will. .. I'm not siting on anything that
I have already sketched out and have an artist for, but what I understand is that with each
exhibition new ideas emerge. Because when you are a museum educator and you are
presented with an exhibition, you internalize the work so much because you are giving
tours and you are working with teachers in different disciplines and thinking about the
possibilities. Then I have to think about, well do we own that persons work? Now
Lauren Greenfield is a good example of that. We didn't own that work, but I pushed for
owning that work, and now we do own nine of those pieces because it was so successful
in terms of getting students to relate to it, that I automatica lly put her into the sort of
documenta ry vein. But it could also be like youth culture. Maybe that will be a whole
category that will interest certain teachers. So that will take me out of my original
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thought. .. that's subject oriented rather than category oriented. I don't know. That may
happen as a sort of subset. I don't know.

How did you go about creating that dialogue (within the museum) when acquiring
those works?
CF: Our curator was really impressed and so was the artist by the teen event I organized
when Lauren Greenfield 's work was here ... the power of that, and heard me say, in fact I
said it to her, that I would really like to have some of that work in our collection, so that
when whatever negotiation powers that be arise. I'm not involved in an informal way,
sort of acquisitions meetings. Trudy, our curator, said to me if we have a chance to get
some of those images, do you know which ones you'd want, and I said in a heartbeat, and
I flagged them in the book. And I said is this really a possibility and she said yeah we're
working on some kind of a deal. So it was very informal in that respect but I had to plant
the seed. Often enough I'm asked by the curator, and I think this might be unusual in
museum settings, and I'm not positive about that but I can tell you from the museum
settings that I'm familiar with that unless there is a real educational gallery area or
something like that, its not usually a considerations. Of course you're wanting to fill
holes in the collection, and you have educational opportunities as you do that. This is a
great group of photograph s to bring to classes and present to your students and put on
your Web site and all of that, that kind of thing wouldn't be a considerati on in most
museums, my guess. And it happens pretty informally, but I make sure when I see
something I like that I plant the seed. And, often when Trudy is looking at work, she' 11
say okay we have a chance to get three out of six images, which would you prefer?
That's not uncommon.
Is that a conversati on that goes on between you and her as well and herself and
other staff members?
CF: Probably, but she'll be asking me when I'm passing by the table when they are there
and out. I actually wish it was more formal. .. that we had a chance to see what the
possibilities are this year or this six months, given the cost and the artists perks, and the
acquisition budget that we have. It's not that formal. But she does keep tabs ... we often
will acquire work based on exhibitions that we've done, which is good because then I
know the work already and I can really pick and choose. Like Africa (Lynn Davis
exhibit). We got a bunch of those. She came right in and said to me, give me your ten
favorites. So that was good. So, it's fairly informal, but it's there. I mean, she has
multiple things to consider. Building the collection is one thing, and they are not always
the same as ... we have so many educationa l opportunities already, I like it when you
have the opportunity to have another one. But it's not a hole in the collection. So there
are lots of things to consider.,
2. Each approach will be described to a certain degree. Can you explain why this
is educationa lly important ? What will be included in these descriptio ns?
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CF: The site is made for teachers primarily. But, the average teacher, even if it's an art
teacher, if they haven't taught photography and seen a lot of photographs, and if they
haven't seen a lot of photography books, it's kind of a 1nystery medium because of the
techy part of it- the technology and chemistry required. And it remains a mystery for
those teachers who have not had classes in it. I know because I was one of those. And,
so it's the possibilities regardless of what kind of teacher you are. You're a teacher and
you go to that site and then you go, oh that's kind of interesting. Photography is fiction
or interpreting photographs. I just think that it's a menu that's appealing and your menu
should show you the possibilities, because it's an awakening, and it would grab your
attention right out there to be presented with possibilities and then to have those to
choose from.

What kind of information do you think you will include in a categorical description
or approach description?
CF: Well, pretty short and sweet. Like within the field, straight photography is referred
to as a photograph that is not manipulated. The negative is the same and you pretty much
see what has been recorded in front of the camera's lens. Of course, in the dark room
there are consideration s made for highlighting. But it's pretty much the same kind of
image that's been perfected so to speak.
So will you be talking more about artistic and camera processes?
CF: I think that will be involved; discussing the camera as a tool. And in terms of
artistic vision, the camera is a tool of that. And then there are some artists, if we get into
people like Robert Heineken, which we will, that's a whole other category like
appropriation. He doesn't use a camera. He uses a light table and he superimposes other
images of people. It's just a whole other way of looking at it. So, I expect I'll be trying
to explain it as if I were explaining it to a lay adult who looked at it and went, well what
is fictional photography and what does that mean? Or documentary ... you know the
intent of this is to document a subject and even though artists say, like Lauren Greenfield
is one- she says, I try to be as objective as I can. You can not escape the artistic vision
that is behind her work. So, it will be something like that. Just to lay the ground work.
Like, what is it that I'm looking at?
Do you plan to include the historical relevance or the category or contextual
information?
CF: Yeah I hope to. That is the art history part that is often missing from the print
viewing experience. I have done the print viewing with an art history class, and then you
talk about that a lot more and the way throughout history it's made it's own categories
and paralleled painting, but it's got it's own whole history as well.
3. Bibliographi c information about the artist will also be included on this site.
How do you feel bibliographi c information adds to a student's understandin g of
a photographic image?
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CF: It, for one thing, humanizes the work. It attaches it to a real person with concrete
background and experiences and ideas. For instance, knowing that Ansel Adams grew up
in California was a huge environmentalist, sierra club member, affects the way you look
at those images. It's the same with everyone. Judith Golden. They each had this kind
of. .. your vision is shaped by your experiences and so your experiences are important to
understand the work, fully. You can come away from the work with an opinion of it but
then that knowledge is enhanced when you get this other shaping information.

4. Do you feel that one must have an understanding of the artist before drawing
interpretations from the work?
CF: It depends on how involved you want them to get. I don't think it's critical for those
third grade students who are looking at ways they will be doing photographs themselves.
It clutters the forty-five-minute experience. But I think it's real crucial for an older class,
a writing class or an art class or. .. yeah, I mean we have environmental studies classes
who come to look at Ansel Adams's work as a way of studying the environment. So, it
depends on the student, and again, that gets back to the instructor's intention, which is
why I write to teachers - so that they will know what is important for their class. They
pick and choose information.
5.

How much information will be presented and what is most important for
students to know?
CF: Well, I always look for things that inform us about the work that you're looking at .
If you are studying, I'll just use an analogy, Picasso and you were looking at Guernica,
you'd want to know that Spanish Nationalism component. So I might include that in a
short biography, as opposed to something entirely different when he was going through
another period. So, when I assign someone to research or when I'm reading information,
what I' 11 highlight is what resonates in terms of that particular work. You want some
basics. You know, and you also want what was interesting to them, what they were
studying, and who were their mentors that led them to this body of work.
Okay so you're talking about a specific series within the artist's work as a whole?
CF: Right so we chose a specific series, and when we're looking for information, say on
Arthur Tress, we're looking at the trip he took and the fish tank. And all those are more
important to me than something else that is interesting. On a Web site you want pretty
concise information that helps us to understand the work. That's why I would include it;
to help you understand the work and also to relate to the categories that they are in.

6. You also have discussed using quotes from the artists. What do you hope that
these quotes will contribute educationally?
CF: Oh yes. Same kind of thing. The inspiration behind the body of work or this vision
that we can see when we're looking at the work that is enlightening to us. And I think
having it in the artist's words is very powerful, because we're encouraging people to
interpret what they see, and we hope that resonates with the artist's own intentions that
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they articulated. I mean, the quote being there makes that more powerful, I think. So, I'd
be looking for the exact same thing. Something that speaks to what they are looking at.

Where do you think the quotes would be placed and why?
CF: I think I'd like the quote near the image. That would probably be my ... I haven't
totally thought this out, but I could see it on some sort of a subtitle page for fiction, and
then you go to Arthur Tress's name, and then you have five or six thumbnail images, and
then you have this quote, so then there's this quick at a glance concept of what you would
be getting into if you go further. I could see it working like that. Not really wedded to
that. That's the kind of thing that I would discuss with the web person. Sometimes they
have great ideas that you don't' know about or think about. .. that's fine with me.

So you'll be collaborating with the web contractor?
CF: I would think so.

7. How is bibliographic information being obtained?
CF: Well, some of it comes from my own experiences with exhibits. If I've already
written a guide on that particular person, that represents, probably fifty hours of just
reading, and asking, and searching, and looking already. Sometimes it's an interview, or
someone else is looking at research, as you guys did when you went and read books and
looked in the vertical files. As a fine tuning mechanism, I will call photographers if I
think there is a void in the information or I want to be really certain. I will also watch
some of the video-tapes we have downstairs of some of the interviews with these people.
We have several. I mean for instance, Ansel Adams is dead, but we have probably ten
video-tapes of him speaking here. So, that will be meaty, and I expect that I would like
to do that or assign someone to do that who's working on it, because I don't always have
the time. But, they are here and they should be explored for that. I mean, that's where I
would ask some of the people who have been here a while, like Nancy Solomon,
probably taped some of these, and she would point me to some of the good ones. So, that
would be good.

8. How many photographs will be displayed for each artist?
CF: Six approximately .

How about questions that might be specific to that artist?
CF: Probably eight or so. That's a ball park. More than four and less than ten.
Well, some of it is questions and some of it is approaches. Like, Learning to Look would
be assigned to certain images, and that's thirty questions.

9. You intend to use different questions throughout the site. Could you describe
how and why the questions will differ from artist to artist?
CF: First you have to look at the photograph itself, or the series of them. That helps you
assign them to certain interpretive methods. Lauren Greenfield's documentary work is
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best with a questioning strategy, although Angle, Frame, and Light is very powerful.
Those are real issue with her work. So that's a combination of questions and formal
analysis. But I wouldn't use Learning to Look for that because it goes so far into the
formal analysis that it kind of detracts from the narrative. And so that comes from my
understanding of the methods and how they apply to certain images successfully, because
I've worked with the images. So first I would assign them certain strategies, and then as
I got into each set, some would have to do with technique that whole, is it straight is it
manipulated? Some would deal with truth and fiction and some would have to do with
the subject matter being presented. Some would have to do with what the subject matter,
as a whole, contributes to your understanding of this person's vision. I think what you're
getting at is an understanding of the artistic vision of those images. And so there may be
a question pulled from the biographical information. How does the fact that Ansel
Adams's environmental concern and activism influence your opinion about these images?
If you didn't know it, say you skipped over that because you wanted to get right to the
questions, you'd go oh that's interesting, and then you'd go back and read that. It
reinforces the importance and it's an awareness factor that it's there and that it influences
the work. I just thought of something that would be really interesting, in the case of
Ansel Adams where we have his archives, we could also pull archival. We could pull
something in his own hand- a quote by him or a written quote, or something to that
affect.

Photograph it and post a picture of the handwritten quote?
CF: Yes or include his membership stub from the sierra club, for instance. There's a
wealth of archival information that would ... then that expands someone's knowledge
about what a museum can offer as a resource.
10. During the editing process, what do you find that you are consistently excluding
from the bibliographic information? You have a vision when you are looking at
the information.
CF: I look at each one individually, and if it looks like a lot of text without much
information about what they are seeing, I might exclude it. If it was something like, I'm
trying to think of examples I've already used. It's mostly, like I don't think I'd include
much of Tress's work about the gay population in something like this. It's a big part of
who he is, and a lot of work has been done by him in that area. He is gay. Those are
things that I would probably just exclude because I don't think it adds to what people are
looking at with fishtank, for that population. It's hard. Censorship is a hard thing, and by
excluding something, in a way you are censoring it. But this is not a book on each
person. This is a quickish look at what the possibilities are in a format that is usable and
in a length that is doable for teachers. They all tell me, all of them, and by this I mean
hundreds, years of experience, we'd like the information short and concise. We don't
have a lot of time for lots of information. We really need you as the expert to tell us what
is important. And I've listened to that. Part of that is me thinking as a teacher, what is it
that I really want to know about this person and about their vision and about what I'm
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looking at . And that kind of guides what I include and what I exclude. If it's not really
enhancing, I'm not going to include it. The same goes for question strategies. I want
every question to make sense, and I want every biographical piece to add something to
the content. So that's where my editing pen would come in. This isn't necessary. This is
superfluous. The more non-necessary stuff you give to a teacher, the less valuable your
resource is.

11. Do you structure the questions in any strategic sequence? (i.e. in term of
increasing complexity?)
CF: I don't know if it is going to be the same approach for each one or if I'll let the work
speak to me a little more. I think we get at all the same kinds of questions, but it's like if
you're looking at Tseng Kwong Chi, you look at different aspects to get to the point that
this could be looked at as some sort of alienation. But just to say that right away, they
wouldn't make that connection. So, you ask them to describe certain things, and then you
get to well how does that make you feel? Or, you introduce TKC' s thoughts about being
an alien, and then you link that historically to China. And so there is a sequence there.
You know, you'd have to look at each one that way. I see it as being different. When
I'm looking at Judith Golden's book, it's very process oriented, and then you start getting
into her concepts of masquerade, and the masks we wear in our daily lives. I learned a lot
when I interviewed her, and it gave me dimension when I'm looking at that work, which
is good.

I think it is interesting that you were just describing Tseng Kwong Chi and
alienation. Alienation becomes one of your educational goals, you want them to
grasp that concept in relation to this work. So in terms of the infrastructure of this
Web site, you have a main goal which is to enhance their ability to approach
photography as a whole, but at the same time you have these semi-goals or sub-goals
for each artist.
CF: Yes, because they were that artist's intent and then that become a sub goal.

Do you ever go beyond the artist's intent and look at something that might be more
youth applicable, or a goal that originates within yourself? Is that valuable to you?
CF: Yes. I like to look at art criticism and art historical takes on work, but it needs to
make sense to me. And, if it doesn't I'll look for another way in. I really dislike reading
something, not quite understanding the jargon or the association made by the art
historian, and not getting it and not seeing it in what I'm looking at. That negates the
purpose of what I would want to do. And it alienates me a bit. So, I always want the
student to come to it as an interpreter. I've often built in questions like, do you think this
image succeeds in Ansel Adams goal of wanting people to protect the environment? I do
think it's important to have their interpretations enter in, and so that would be a goal,
certainly, for students.
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You were just alluding to criticism and that it must make sense to you before you
can translate that into a workable format. Is there a criticism system that works for
you or ideas that you've pulled from art education research?
CF: The format that works for me is wanting it to come from something you see within
the work and how that resonates from within your own experiences and knowledge. So,
it is the ability to articulate why you feel it communicates this. Terry Barrett does that.
Harry Broudy does that. He described enlightened cherishing and wrote Aesthetic
Scanning, was extremely ... oh there's a long word, phenomenological objectivity, I
think. Anyway, it has to do with it's got to be in the object. You have to be able to see it
or it doesn't belong in the conversation. It keeps you from flying off on tangents with
your students. Unless they can see it in the work, they can't say, oh I think this is funny.
Well, okay, what is funny about it? Point that out. And if they can see it and identify it,
that's fine, but if they can't they may just be goofing off or not really thinking and that
shouldn't be allowed into the conversation. Just move on. Dismiss it. And Terry
Barrett's, how do you know relates back to what you are seeing. How can you say that's
funny or humorous? How do you know that? What is humorous about it? So even
though they are very different approaches, they both get back to it's about what you're
looking at in how you're interpreting.
So you refer to Broudy and Barrett among art educators?
CF: Those are two big ones to me because they've affected me in different ways, and I
see the benefits of each approach. The unfortunate thing is that I took a class with
Broudy, and I get it really well. I didn't take a class, I was too busy, with Barrett while
he was here. So, I understand what he is doing, but I don't get it as well. I wish that I
did. One thing that I just totally disagreed with and I think it just distanced us, which is
too bad, is that, and this happened with Dr. Garber too, and that was that there was this
quick and swift dismissal of Aesthetic Scanning as something that was just about formal
analysis and was just old fashioned. And I just totally disagreed with that, because of the
results that I've received using it. And I think when you're not involved with research as
much as they are, I mean I research in my own way here, but not in the same way or in
the same kinds of things. Just that whole dismissal of something as not being valid I find
unfortunate, because in practice you find that you take bits and pieces of what works best
from the knowledge that you have. You know what works and that's what you go with,
and by and large, every teacher, every one that has worked with these things, really likes
Learning to Look. They get it, they benefit from it, it's like a format they can use, and it
talks very much about the content, not just the formal analysis. Maybe that's just because
I understand it better and was able to write a really good guide. I don't know. But it's
difficult because Terry Barrett when he was here was like, oh Aesthetic Scanning, well
that just doesn't work, and I was like, well it does. I didn't really want to hear about it.
It seems to me that Aesthetic Scanning is formal in that it outlines ways that one can
examine all of the formal elements. But it seems that it provides opportunity to go
into interpretation. Maybe the researchers don't recognize that because it is not
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outlined in that way, or it is somewhat assumed that the practitioner will know how
to do it. It doesn't detail specifics for interpretive practice, and it is more
description oriented-but it allows for interpretation to happen from there.
CF: Well it elicits that (interpretive) information. I mean Harry Broudy did that. He
would say that to us, based on what you have seen, what does this communicate? And
then back it up. So, I don't' know. Anyway it is interesting because I think essentially
they are doing the same thing. They're just going about it in different ways. And there's
lots of different images. And then the one word approach, which may be something from
deep in my mind that I heard somebody else do, I don't know. I just know that I started
using it on the spot during TKC and I've used it quite a bit since, is an interesting
approach as well.
I don't know. I think it depends on the teacher ... I just posed four [questioning]
strategies to two hundred teachers in this last month, here in the gallery. And then I went
out to Utterback Middle School [Tucson, Arizona] for the Fine Arts Institute and did four
workshops with the same teachers. So, I had them break into small groups. They each
took one approach: one word, the three effective questions, Angle, Frame, and Light, and
Learning to Look. And they practiced them for fifteen minutes. Then we went around
and listened to what everyone had to say ... I said, do you see these translating into the
classroom, and there was a resounding yes. I could do this. All I need are the images.
Okay, well where would you go? You could bring your students here. You could have
them bring in images. Right away it started translating into other photographs, which is
fine.

12. How do you envision the questions being used in a classroom setting?
CF: I don't know. I think it depends on the teacher. The good thing about this question
is that I just posed four strategies to two hundred teachers in this last month, here in the
gallery. And then I went out to Utterback for the Fine Arts Institute and did four
workshops with the same teachers. So, I had them break into small groups. They each
took one approach: one word, the three effective questions, Angle, Frame, and Light, and
Learning to Look. And they practiced them for fifteen minutes. And then we went
around and listened to what everyone had to say. And then I said, how do you see this
translating into the classroom? And they just started talking and there were like four or
five different, oh I would do this and I would do this, and you can even do this with
spelling and vocabulary with this. It got so broad, and that's fine for me. I'm not going
to say in here (Web site), you can use these for spelling and vocabulary in here. I'm
assuming that they'll get it, or something will resonate with them. I said, do you see
these translating into the classroom, and there was a resounding yes. I could do this. All
I need are the images. Okay, well where would you go? You could bring your students
here. You could have them bring in images. Right away it started translating into other
photographs, which is fine.
Which is what you want the teachers to do with this site?
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CF: Yes exactly, whether they come into the museum or whether they do it in the
classroom as a critical exercise,-- I mean, I said that, one teacher said, well what if you
are studying, what did she say, civil rights ... I can't remember, but you assigned students
to go out and get books, bring them in, and look at the examples that are outlined in the
book, or the illustrations, and talk about interpreting those and the details. I mean, there
are just a million ways that you can translate this, and every one of them is going to be
based on what that teacher wants to do and what they've gotten out of it, and how they
apply it. Then they will learn things about their students. They saw that. They know
that. Just like I learned things from them. It was great. So, I don't have one way of
knowing how they are going to translate it. I know that I am going to get them to see
what the possibilities are, and then they will translate it.

STRAIGHT and ANSEL ADAMS
13. How would you describe the approach "straight" photography? (gave
bibliographic Web site information, questions, and image list)
CF: It's a pretty pure approach. Straight photographers tend to believe that what's
before the camera's lens is, in and of itself, enough to create a work of art ... and that's
their vision. A lot of it has to do with picking, of course, the scene, and framing in a way
that tells the story they want to tell. But, they are interested in a pure form of
photography that doesn't delve into changing the negative, changing the color, or getting
away from what was there when the shutter was clicked as an approach. What the
camera sees.

Why teach students about "straight" photography?
CF: I think it's a starting point. Most of us think about photography as "click" and then
it's the image that was in front of the camera. So straight photography that has elevated
itself to a work of art that is seen in an art museum and collected has significance. It is
also a departure point for the other approaches. But, I think in this case, straight
photography, there will be an art historical precedent here, because when Ansel Adams
and his F-64, or F-54 group, their whole objective was to get away from the photograph
being like a painting ... misty and nostalgic. Their whole approach was to elevate what
the camera saw to an art form. So, it's a good starting point for lots of comparison. And,
it was a significant time in the history of photography when photographers were trying to
make it on their own, let the medium speak for itself rather than imitate something else.
So, it's got that precedent too, which is important.

14. What artists are included in this approach? Why have they been chosen?
CF: Certainly Ansel. I think that one think I haven't totally figured out is that there are a
lot of other photographs that can fall under straight, such as fiction, such as documentary,
so I haven't actually figured out if straight is going to be this huge title with subtitles or
not, or if I'm going to refer to Lauren Greenfield's or W. Eugene Smith's work as a
straight style of documentary. You, know, I just haven't figured it all out. So, Ansel was
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the first. Paul Strand would be a good one. I think I would want a woman, maybe
Imogen Cunningham would be good because I also think it's important to see the visions
of diverse photographers. Paul Caponigro. Imogen would be good because she was one
of the first women to make her living as a photographer. Marion Palfi. But she's also
documentary. So, it's a little gray.

So, what would you consider the major reasons for selecting the artists that you
have?
CF: Well, with Lou Bernal, we have quite a bit of is his barrio work, and I would talk
about the fact that he is documenting his culture. And one thing that I have thought about
including, because I've done this as a print viewing, and I don't see this happening right
now but down the line this would be really interesting. We have work of native
Americans taken by native Americans and taken by non-native Americans, and I think
that they are really interesting to look at and contrast, so I'm going off on a little bit of a
tangent, but I did think that this would be interesting because that is like cultural
documentation.
Within straight photography, is there a reason you've chosen, let's say, you've said
Paul Strand and Paul Caponigro, and these artists over the hundreds of other
artists contained in the CCP collection. Why is that?
CF: Because they clearly define the style as straight and because they are classic. They
are well known. Again, if it is clear, then it's successful. If you confuse someone when
they are reading a resource, you' lllose them. So they are clear examples in my mind.
When it really makes sense to me and I can articulate it to someone else, and then I get
the feedback that oh yeah we got it, or that was great. That's what I want to hear.
15. What bibliographic information about Adams's life would you consider to be
most educationally important for Diverse Directions?
CF: Environmental connections, his straight approach. Those are the two strong
biographical bits to include because they inform the work really well, so I would focus on
the two. Actually there might be another one here now that I'm looking at this (current
Web site printout of Ansel Adams bibliographic information). The darkroom printing,
his techniques were so well known. Other artists would send their negatives to him to
have him print from them, just to see what he would do with them. He was just an
unsurpassed printer and wrote all these books on it. And you can see that when you look
at the work. It's just so technically beautiful. So those would probably be the three key
elements for me.
16. Based on your educational experience and what you know about Ansel Adams's
work, what types of questions would you use to elicit discussion about his
photographs? Can you provide some examples?
CF: The reason we picked this series of photographs because it shows a range. I mean,
instead of picking a series that Ansel Adams did, like Yosemite, we're showing a range
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of work, close up intimate details as well as those vast vistas. And those really famous
works. You know Moonrise Hernandez, and Moon and Half Dome, are very famous
works. Yet we have a fern in the rain- a close-up. I would talk about that. You know,
simple questions like "what is Ansel Adams subject and how does he interpret it? "
And," how does one feel about the landscape or the environment after viewing these
images?" And all of these would be supported by, "why do you say that?" or "explain."
"Did Ansel Adams discuss ... " or "discuss how Ansel Adams saw the beauty of nature in
raindrops on a fern as well as a mountain vista in the distance," or something to get that
aspect in. That has to do with framing. I mean, Angle, Frame, and Light is so perfect for
his work, and so is Learning to Look. But so are the three questions (Barrett). This work
is so strong that every approach works, which is nice. And I would lead them into those
interpretive approaches. I probably would add a question in about, "how does Ansel
Adams's involvement with the Sierra Club and environmenta l issues inform your
interpretation of this work?

17. Learning to Look and Angle, Frame, and Light are among some of the more
formal questioning strategies you've developed. Can you briefly explain both
approaches? How do they differ from one another?
CF: Angle, frame, and light are, in my mind the three basic consideration s a
photographer is making when they are setting up or taking a picture, and I got this form
photography teachers - and I asked a lot of them. I came up with Angle, Frame, and
Light after Learning to Look- all three of those are in Learning to Look. Learning to
Look is a real in-depth analysis that looks at almost every visual element that you can
think of. So much that some you have to ignore parts. For instance color is on there, but
in Adams's work, color is not an issue. Angle, Frame, and Light are really three critical
components, and they are significant factors if you don't want to do a full visual analysis,
because sometimes that's daunting. So it allows you to attempt that and see what the
possibilities are. It's also shorter, and maybe you don't want to take twenty to thirty
minutes to do a whole lesson. But it still allows you to look at the real critical elements.

And in Angle, Frame, and Light you've attached an activity with a viewfinder that
might be applicable to different age levels or for an instructor that might be seeking
something like that out.
CF: Yes.

MANIPULAT ED and JERRY UELSMANN
18. "Manipulate d" photography is another approach you include. Describe what is
meant by manipulated photography . (gave bibliographi c Web site information,
questions, and image list)
CF: Yes, somehow the actual negative is altered or manipulated. In the case of Jerry
Uelsmann, he combines different images from different negatives, so that's one way. But
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another way is to scratch or cut, superimpose, or sandwich negatives. So somehow, the
view that the negative recorded is altered or changed.

Why educate students on manipulat ed approache s?
CF: It is one of the approaches that is relatively unknown. Actually, that's changing
because of computer technology. But, it allows for that diversity. It takes photography
out of the realm of being the recorder of reality, which is real significant because most
photograph ers did not want to be relegated to picturing reality. You know, they had other
visions. It's experimentation. I mean, photography always has been about
experimen tation with the actual tools, and this is a good example of that- the kind of
imagery that you could concoct or create still using the camera's tools, but manipulating
them. Exploiting them is another word. So, it's very significant in that respect- to
show the range.
19. Most photograp hs are manipulat ed to a certain degree. How does a photograp h
qualify as a "manipula ted" approach?
CF: I'd say there was an obvious manipulation. Enhancing lights and darks in a
photograph is pretty acceptable in straight photograph y ... a common darkroom practice.
You're not changing, you're not taking out something that was there or adding something
that wasn't there. You're enhancing the light, you're deepening the shadow. And that's
acceptable within the realm of straight photography. When you're concocting a scene
that wasn't there, you have moved into the realm of manipulati ng the scene. And, I'm
not sure I totally even .. . I mean that's the established guideline, I mean when I went into
Terry Pitts, and I said okay Terry I'm writing about this, but Ansel certainly manipulated
in the darkroom. Is he still straight? And he said, he's consumma te straight. That's the
definition. The darkroom manipulation in terms of dodging and burning is all within the
realm of straight photography. So that's the established field's interpretation.
How would you approach someone like Vik Muniz who's objective is to manipulat e
the viewer? He was doing a lot of visual manipulat ion and trickery.
CF: Very interesting. I'd probably have a category on perception, or something like that.
We don't have much of his work. He defines borders in a way. When you set these rigid
borders, someone always comes along and breaks the rigid barriers. Manipulation in
another way - he's manipulating the mind. You know. Some of these categories are
historic kinds of categories, and then you are moving into new territory.
20. You recently interviewe d Jerry Uelsmann . Based on your interview and what
you already know about the artist, what bibliograp hic informatio n do you
consider to be the most educationa lly relevant when viewing Uelsmann 's work?
CF: That's interesting. I remember what stuck out for me when I was listening to him
speak. He was really intent on the fact that his art is kind of for art's sake. He makes this
work because it's interesting and provocativ e to him. And, he realizes that he's not
moved into postmoder n and he doesn't care. And he's kind of irritated that people think
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he needs to move into another realm or get with the postmodem ... I mean,
postmoder nism is going to be passed by at some point for another "ism". And I thought
that that was really significant and it really explained a lot to me. There are some
biographic al things in what he said, and I'm just not remembering them right now ... that
were instrument al in sort of forming his ideas. He does reference surrealism, but does
not have ... I mean, he's not in the same mindset as the surrealistic painters, but the
imagery interested him. I mean I think that I don't know if this falls under biographical,
but certainly his techniques are important and how he does that. I'd probably look at the
notes from Michelle Price, and she looked at some of his mentors, and I remember
highlightin g that in some of her notes. So there is some biographical notes about his
mentors and the freedom they gave him to really develop his vision, and the confidence
to stay with that if he wanted, and he did. And he gets criticized for that, which is not
going to ... I don't know, if I could find a quote from him that referenced that, I might
include it. I find that that's less critical than if I said it. I find his work very intriguing.
And , some of the reasons we picked this series of works, remember the gothic cathedral
merging with a tree stump, then the gothic cathedral statue. We saw the gothic cathedral
used in different ways, which really speaks to his image bank and that was strong in my
mind. And we tried to show different, some of his images appear menacing, and that sort
of doom ... I think of Rothko's big, dark rectangular slab squeezing down on the little,
lighter rectangula r slab. A lot of Jerry Uelsmann' s work reminds me of that sense. But,
he actually talked about that's not his intent. His intent is just to make visually
interesting imagery that he finds provocativ e, and it's a bit self-centered. If I find it
interesting and provocative, then the world will. He didn't say that but, that was what I
was getting out of this. I mean, he was up there at the microphon e and saying what's
wrong with making something that. . you know, I don't feel like I want to be pushed into
these other areas that I have no interest in just because people think I should move on.

Or just because that is the current philosophi cal standpoin t of the art world?
CF: Exactly. Exactly. And I admired that actually. He's still making really interesting
images. We just got a whole bunch of new ones. I think it's a combinatio n from
through the years, but I know that there are some recent ones.
It's interesting that he approache s his photograp hy in that way because certain
artists approach it with a message and they want the viewers to grasp that message.
Yet, he's giving viewers the freedom to interpret.
CF: And he kept saying that. Well, what do you see in it? You know. I mean, artists
are so different. That's why there's no one approach . They come with different
intentions. And he is one of those people who says, I know what I see in it and what I
like, but what do you see in it? But, he didn't make any apologies. What's wrong with
making art for the sake of making art? So, it's back to that whole modern outlook.
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APPENDI X E
Interview 3: 06-27-2000, 10:00 a.m.
Board of Fellows Room, Center for Creative Photograp hy
Cass Fey, Curator of Education
MANIPUL ATED and JERRY UELSMAN N continued •.•
1. Based on your educationa l experience , what types of questions would you use to
elicit discussion about Uelsmann 's photograp hs?
CF: This is where PrintViewi ng makes good sense, and this will translate to the guide.
It's a contrast and comparison because in the PrintViewi ng we introduce the concept of
straight photograph y which is then followed by the manipulativ e, which is so clear when
you see it. And so you want to make sure, because on a Web site you determine the
order of your selections rather than your instructor. That gets across because it's so
apparent visually that there is a distinct change going on in terms of the artistic viewpoint
and artists who created the work. So I think that in the Web site you'll probably want to
have that comparison to straight photograph y. And vice versa. And we talked about this
a while back, having comparison and contrast areas. That's why it makes such great
sense. They're so distinct and you can analyze them in that way, and it's a good place to
start with your questions. In fact, in the Print Viewing room, we'll say things like, Ansel
Adams photograph ed the real world. Are these the real world (Uelsmann 's
photograph s)? There's always a real mixture when it comes to the responses because
they are complex. They are real world images but they're not seen in a way that you
would see them unless it was in your mind or in your dreams, or if you were
hallucinatin g. So, definitely we would ask those kinds of questions and certainly get into
technique here. How do you think these were created? And, nowadays, students will
immediatel y assume that these were done on the computer because of Photoshop and
because a lot of them that come in have already experience d this here or in the classroom.
And it really depends on the age of the students. So, that's really changed in my time
here. Students were totally unsure of how it was created because it was so seamless, the
combinatio n of images. And they didn't know how it was done. Now they simply think
it's computers, which is interesting. So, you simply have to get back to the darkroom
process since they're created from combining parts of different images, and talk about
that.

So do you show them the negatives and how they are combined?
CF: You know I have done that and that's not a bad idea. You know, it just kind of
depends. I had a book for a while from the library, which shows Uelsmann' s darkroom
with ten enlargers set up. But it's not that difficult. Everyone has seen a negative,
because it's what you get back from the photo store. So you've seen the negative, and
you hold it up to the light, and you get it. You can explain that in a way that's
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understandable. You can take different parts of different negatives, and use the enlarger.
You just taken them through that.

When we were talking about Uelsmann's interview, you were describing how he
appreciates that a viewer approaches his photographs with their own
interpretations of the work. In a situation like that, where you are not clear about
the artist's purpose, how do you elicit interpretations from students?
CF: I think that you would talk about the range of possibilities and just start getting some
of the opinions, and then discuss the fact that particularly when an artist does not have an
expressive objective, and that it's important to see how different people will explain it.
And it's a really good time to say that this is what the artist wants you to do and invites
you to do when you view this work. And talk about the fact that different interpretations
have to do with your own individuality as viewers, your range of experiences, your
biases, who you are. And I tend to move into things that they are more familiar with, like
going to the movies or all reading the same book, and you might have to bring different
interpretations of that, and that that's all right if you link it to your own understanding of
the world and to what you see. That's valid.
So what kind of varying interpretive responses would you get from a Uelsmann
photograph when talking to students?
CF: The ones that I can remember that I have received are ... I actually had one student
say, well he was on drugs or dreaming. He created this to be confusing. He had a bad
day. You know, it really depends. More sophisticated students, like I remember a high
school art class saying, well it looks like surrealism. You know, it totally depends on the
group. But, the younger they are, the less inhibited they are to speak. So, you simply
ask. Again, it's this thing were mostly when we do this it's for kids who are mostly
going to be making their own. So you tend to back off a bit from a lot of interpretation
because that's not the purpose of their visit. And that's another reason for doing the Web
site- to encourage what you can't always encourage in a forty-five minute session. So, I
don't think we've heard all of the interpretations.
DBAE translates into a classroom if and only if the teacher chooses to prioritize
those disciplines. But the reality is that in a classroom, the studio is often the focus.
So, when they are coming to the CCP or coming to the site Diverse Directions, and
they are looking at these very in-depth descriptive and interpretive questioning
strategies, how are you providing them with examples that will solidify their own
interpretive know-how? Because it seems that delving into the practice of making
art might leave them with a void in their own practice of knowing how to interpret.
CF: Kind of a broad question. Maybe I should start this way. We do try to translate into
their classroom question by asking, how can you create an image like this? If you could
do anything you wanted to the photograph, for example. First of all, a lot of them think
about photographs as very pristine, don't touch, don't put your hands on the
photograph ... and that's part of the culture. So, we're encouraging them to use
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photographs as an expressive medium- to own it and to do what you want with it. So,
invariably, someone in the class will say, well you can cut it and you can past it. Ahhh!
So think about that and how that would express your ideas. I think that by validating
what they are saying in the Print Viewing room, and perhaps contrasting it to another
child' s response, and then encouraging other responses by saying that it is good to get
different responses. You know. This isn't two plus two equals four.

SO you are stating that to the teachers when they are there?
CF: Absolutely.

Ultimately, you're teaching them [instructors] how to elicit interpretation. Will you
bring that on to the Web site?
CF: Absolutely.

So when looking at Diverse Directions, there's actually listing to teachers
interpretive points, such as, be open to the fact that there are going to be multiple
interpretations, as in the Tseng Kwong Chi article.
CF: That's in almost everything that I do.

What are a couple of other things you might say to teachers when their students are
giving interpretations so that they can use that as a guide?
CF: Maybe interpretation is the objective, then you really want to get to the heart of why
someone calls this beautiful and someone calls this frightening, for example. For
instance, when looking at Tseng Kwong Chi, a minority student would probably have a
ver different interpretation of Tseng Kwong Chi looking menacing, like some menacing
foreign person. So, as a sensitive teacher, you would look for the opportunity and go
with them, and then guide that.

And you just said citing details is important.
CF: Citing details and saying, have you ever had an experience like that?

So putting it in their own context again.
CF: Right. I tend to use my own experience to show it's okay and it's important and it's
valid to bring out your own personality and your own experiences in this process.

You might demonstrate to the students your interpretation and how the work
relates to you?
CF: Yes. And that's just very extemporaneous. That happens more in the gallery and
less in the Print Viewing room with these prints because I'm familiar with them. But in
the gallery, when you have exhibits and they're changing, and an idea comes to your
mind, if I can relate it to my own experience, it opens the door for them to do that. I'm
just modeling behavior and responses. And I often try to get the teacher involved too.
And they jump. They like to get involved. And then, boy, when the teacher does it, the
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kids just love that. It's very validating, because I'm just this person they don't know, but
the teacher is very important to them.

And they probably see the teacher learning along with them.
CF: Absolutely, and the teacher gets excited about what is going on. That's really
powerful.
2. In order to understand "manipulate d" approaches, you need to have a strong
understandin g of the photographic process, including what happens inside both
the camera and the darkroom. Would you include an illustration of this on
Diverse Directions?
CF: I don't know. I think it's an interesting idea. Since we have a lot of Uelsmann's
things it might be appropriate to do it there on the Web site. I don't know if I'd say a
strong understanding. I'd say a general understanding. I think that, just to make sense of
it in your mind, so that you're not losing someone. You don't have to get too technical.
This is the other end of the spectrum. We probably talk less about how to make it than an
art teacher would. It depends on the classroom.
So you will probably allow that to come in separately, as a part of a pre-existing
lesson plan?
CF: Sure.

DOCUMENT ARY and LAUREN GREENFIEL D
3. "Documenta ry" photography is another approach you include. · Describe what
is meant by a documentary approach and why you believe it is educationally
significant.
CF: Interesting question because it's hard to do that generally for a non-photo audience
because in the world of photography that's been an ongoing debate. That said, I will say
that documentary photography is made for the purpose of recording a situation or an
object or a person for study or for preservation. So, you are in fact creating a document.
So, it implies that it is truthful, and objective. And that's where the gray areas start
coming in because in truth all photographs are the result of someone's artistic
interpretation. So there are arguments that there is no such thing as documentary
photography. But, for the purpose of this particular project, it will be photographs that
are taken with the intent of recording or documenting something specific.

Would you say that there is something different between recording something for an
audience of viewers and recording something for the artist's own purpose or study?
CF: It depends on the job. Was this commissione d for a particular purpose or are you
exploring your own vision as an artist? I would say that sometimes the cross over and
sometimes they don't. And so the purpose ... is it an exhibition, is it a book, is it a large
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project (like indivisible)? You know. So it depends on who's paying for it and who's
commissionin g it.
4. You have stated that the general public approaches photography with the bias

that photographi c images represent truth. Where does this bias originate?
CF: With our own knowledge. Your own understanding of anything begins with what
you already know. So, what we know about photography in the non-art photography
world is that we use cameras to record things that we want to remember - birthdays,
vacations, slumber parties. And you click the shutter and you're not positive of what
you're getting, but you have a pretty good idea of what you are getting. Then you get the
picture and you go, wow how did that happen ... there's something sticking out of that
back of that person's head. Well, that's what's in front of the lens. You know, you
weren't filtering that as the art photographer. The art photographer is very intuitive, and
all of these things are going through their mind at once as they are taking photographs.
But, they also take one hundred times more to call out the ones that work. Lauren
Greenfield's a good example of that. She takes maybe one hundred photographs for
every one that she uses. So, that has to do with just working fast and going for the
moment. And all those other things are there, and there's just that association between
the mind and the finger, triggering the camera mechanism. You don't always know what
you're getting until you're looking at the negative in the darkroom.
So are you saying that our use of the camera for documentary purposes might
contribute to that bias?
CF: Right. And then, sometimes it's too real. Oh, I look fat in that one. I'm throwing it
away. Or, I look goofy- my eyes are crossed. So, we are also manipulating the memory
as we're manipulating the screen when we photograph it quite often. Smile for the
camera. You know. How often have we heard that growing up? And sometimes when
we're just taking pictures, we get more honest pictures but maybe they're not what you
want to see. I wasn't sucking in my breath or wearing the right clothes. We know that
the camera shows us things we don't want to see. Sometimes we want our truth to be
better than the experience or than the actual scenario was. So, we call which ones we
want. Those are the ones we get duplicates of. So we have a real sense of that, and how
to manipulate that.
So how does that link to why this is educationally important to students?
CF: A lot of them [mass media images] are photographic images, whether they are still
or moving, video, movies, magazines. And, just think about how much our opinions are
influenced visually. And Lauren Greenfield is a good one for looking at this because the
premise of her project was how media influences youngsters growing up not only in this
area, but it spreads all over the world to wherever access to media is available. So, that
means movies, teen magazines, MTV, those kinds of things. And, how the mind works,
and we see the very thin young starlet. And that's put up there as what we want to
obtain. Or the cool dude driving the hot car. .. how to make an image or name for
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yourself. And, anything that helps us understand that and how these media images are
concocted is a step in separating reality out of fiction. Because often they are creating
fiction out of these models because they are airbrushing them, and creating something
that's not obtainable and not real. So I think that's real important. And it's about having
an opinion and learning to question something. Learning to decide for yourself what's
real and what's made up and what's manipulated. And how that affects you, particularly
in a consumer kind of society like we live in. So it's really about learning to interpret an
important tool that's out there and that's feeding us information as well as interpreting it
for artistic vision and communicati on- how to decipher, how to interpret and form an
opinion about what you see in images, but also how to perhaps use this as a tool for your
own expression. So there's lots of different ways to go about educating from it. Most of
it has to do probably with just the visual literacy aspect- understanding images and how
they are contrived, and what we can learn from them is very important.

5. What other artists will you include in this approach?
CF: I think we'll have to and want to include W. Eugene Smith, who is known as the sort
of father of documentary photography. And we have his archive and important work by
him. Marion Palfi is a woman whose work I admire and it's very powerful. Her in the
shadow of the capital, you've probably seen that one, she did extremely powerful civil
rights in the forties and early fifties, before it was a hot topic, and in fact had to smuggle
her film and negatives out of the south because she documented some of the Klan things
and they were after her. Lou Bernal as a regional documentaria n. That's probably who I
would limit it to. Because then you have historical and contemporary . But we will
probably include some of the photographer s from this indivisible project since they are
all documentary images, and I would probably pick a woman.

In terms of why they've been chosen, educationally - you've talked about the
historical relevance of W. Eugene Smith, Palfi's linkage to very sensitive civil rights
issues and how that might have changed views in society, the regional aspects of Lou
Bernal and the contemporar y images produced by Lauren Greenfield. So, through
this broad scope you're trying to cover the major ways that photographic
documentati on is used?
CF: Yes. I guess so. Also with Marion Palfi, she's so unknown. People just aren't
familiar with her. She had a hard time getting her work published because it was not
what people wanted to see. It was before its time. And, in a way I think the field owes
her. So it's a little bit of one of these overlooked people who really created these
1neaningful, strong images. It's also showing some of the unknowns with the wellknowns, the stars of the fields. I like that. And then I'm assuming down the line there
will be a subtitle to documentary called social documentary or the new documentary ... I
mean, there's all these phases. Diane Arbus is a really interesting one and very popular,
so that might be another approach. You know, when you're looking at documentary
there's also always this purpose of the project. I mean, W. Eugene Smith was working
for the big picture magazines, so he was really working to illustrate the narration which
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came into conflict sometimes. And, Lauren Greenfield's was a museum and book
project. Marion Palfi' s was what she wanted to do. She came here as an immigrant and
was shocked with some of the conditions she saw, particularly with black populations
here, and she wanted to photograph that. Lou Bernal was very interested in exploring the
Barrio, the sort of endangered neighborhood. So there are a lot of different intentions.

Would you discuss those intentions with students?
CF: Oh sure.
6. Have you used Greenfield within the PrintViewing setting?
CF: It might actually be here but it's not available yet or it's not cataloged, which is a
bummer. I will be using it.
What questions will be used when viewing Greenfield's work?
CF: Well this is really all about relating it to themselves when they were growing up.
And when it was up in the gallery, I have a list that I wrote (educator's guide), and I will
use it on the site ... peer pressure is such a good one. How powerful is peer pressure in
influencing and perpetuating youth culture ideas and standards? That would be a great
one to have students talk about. These are the good Terry Barrett questions. I see the
young girl standing on the scale and she's so thin, and right next to her are all the teen
magazines. What do you see in this photograph and what is it about, and can you relate
to this? You could probably talk a whole session on that one image, really exploring
youth culture. I think that the PrintViewing sessions will be really different depending on
what age you've got in there. University students looking back at these high school
years ... and the girls will have different responses than the boys because image for girls
is more powerful. It's more concentrated, how girls should look. That's changing now.
In fact, if you look too thin, you look sickly. With girls, you can never look too thin,
almost. It's terrible. Those kinds of things. When I think of the responses. I mean, such
wonderful responses came out of the teen forum for this ... and how the boys talked about
it as observers and the girls talked about it as experiences, for the weight issues.
Describe what the boys were saying as observers.
CF: I see them at school ... girls looking like skeletons. It makes me sad. Then you hear
the girls. This one girl did a very personal response to that image and she talked about
pie and smelling the pie her mother was making. And her mother was coaxing her to
have a bit of pie, and these voices in her head telling her she'll be fat if she ate it, and she
finally goes ahead and eats it, but then she goes in and throws it up. Her teacher told me
that that was based on personal experience. So, it depends on the issue. But with weight
image, it's mostly a female issue. But with some other things, they had equal weight.
The drugs and the car and prom issues. Those sort of things weren't as gender biased as
the weight issue.
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Will you encourage teachers to provide opportunity for these same kinds of
exchanges?
CF: Absolutely.
What kind of activities would you then suggest?
CF: Questioning strategies as they appear in the educator's guide. The thing is, it
depends on the class again. If it's a writing class, maybe small group discussion,
because adolescent issues can be really difficult to talk about in front of an entire class.
So maybe you would encourage one on one or small group. Or maybe you would have
them do a journal instead of discussing. I think it's always important to have either the
written or the spoken response option, because some students are just too shy or can't
respond to it, but they can write about it. So, to keep those options open. The one word
response would be really interesting with these, and the discussion with why they picked
that word would be really powerful. I guess just the strategies I'm used to using. The
one's that work best. I would not do Learning to Look with these images, but I would do
Angle, Frame, and Light. Remember that one of the girls sniffing in the bathroom?
You're looking over. Your view is over the bathroom stall. It's fabulous.
7. From what you already know about Lauren Greenfield as an artist, what
bibliographic information do you consider to be the most educationally relevant
when approaching her work?
CF: Well I think it's real important to know that she's from California and that she grew
up in Venice, and she's not that old. She's in her thirties, and that's an interesting issue
because some of the photographers we present are dead or ancient. She's not very old.
I'm looking at her artist statement: Los Angeles is where I grew up and formed many of
my ideas about myself and the world. Boom. So, she's taking this as, in a way,
statements about her peers and herself. And I think that's real important. I also think
that they would like to know that she's known for quick takes and moving and taking her
photographs fairly fast so that she can keep up. She likes to accompany and keep up. So,
she might be taking one hundred shots of a screen, but it's going to take that to get the
one that she wants. And that she's known for building a rapport with her subjects, and
half of that has to do with the fact that she looks young. She's small and she's wearing
jeans and carrying a backpack. She's not a huge outsider. She can get comfortable, and
people can get comfortable with her. She's engaging. So those are important. She also
contended that she tried to be very objective and not show bias. So that was on her mind.
It was certainly not on the mind of Marion Palfi or W. Eugene Smith. They were going
for a slant or perspective. Marion Palfi was actually going for social awareness and
maybe change. Lauren Greenfield was going for awareness, but she wanted to get it as it
was. She didn't want as she was saying any particular bias to come through. Those are
the thing that I think would be really key.
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FICTION and ARTHUR TRESS
8. "Fiction" is another approach you include in this site. Describe what is meant
by fiction approach. Why is it educationally significant?
CF: When you're creating a scenario to be photographed, you're not going out into the
real world, or you're rearranging things in the real world. You're creating a scene
specifically to photograph it. Often in the Print Viewing room, we'll talk about the
difference between fiction and non-fiction, because they all know those things. It's
something that you've created. It comes from the imagination.
When we were doing the Tseng Kwong Chi article, we discussed that he could be
placed into the fiction category because of the persona he's created. But his creation
of the scene is entirely different than say, Tress, who has built scenes. Tseng is
actually a character, so there are differences.
CF: Sure. As there would be in writing. There are many many distinctions. But,
essentially when you are creating something out of your thought process or your
imagination, I would consider that fiction. And Tseng Kwong Chi and Tress would both
be in that category.
9. What other artists would be included in this approach?
CF: Actually, I would really like to show Arthur Tress's series on shadows too. That
would be interesting because then you are showing the range of a particular artist. I sure
think that he gets at fiction in interesting ways. Then again, there are these gray areas.
Judith Golden is fiction, even though it comes under mixed media. Certainly I wish we
had more Vik Muniz. He's great for that. Ruth Thorne-Thompso n's pinholes. She
creates wonderful little tableaux very simply, in the same way that David Leventhal does.
They are all black and white and they are all pinhole images, so they are really pictoralist
and kind of hazy and nostalgic looking. Pinhole is interesting. On the Web site for an
exhibit that we had on camera obscura, there are actually directions for making pinhole
cameras. So we could click on that to get more production oriented.
10. Have you used Tress within the PrintViewing setting?
CF: Yes.
What questions are used when viewing Tress's work in this setting?
CF: This work would be really confusing if you just see one. So, we ask students when
they are looking at the series, what do they see that's the same in each of the images, so
that they can focus in on the fishtank. Because this is visually cluttered with a lot of
information. They see the fishtank, and they see there are all sorts of objects in it. And
then you say, well tell me about those [objects]. Do you see the same objects or different
kinds of objects? What do these particular objects represent or what do you think they
stand for? And then ask about the color of the water because the one that's very polluted
looking has the yellowy brown water. I' II even ask them, is this water you'd like to
drink? Ewww. They don't like that! Or water you'd like to swim in. So, you're asking
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them to look at the details and what they represent or mean. I introduce the concept of
the fishtank as the stage. This is the stage that this artist is telling his story on. The story
has a theme. So, again, there are all these literary connections. And, his theme is fiction.
But, it's based on things like pollution and humor and war and intelligence. And they see
Einstein in the photograph. They know who he is. And I say, well what does he
symbolize? Brains, intelligence. And so, some of it is goofy. Is it okay for a work of art
to be goofy? Well, why not? The kitchy objects. And then we talk about that. Where
do you think he finds these objects? Where would you see something like this? Of
course, now they say, online. But, it's changed. That's biographically important, that he
frequents flea markets, antique stores, and garage sales, looking for objects of interest.
And then it becomes the process that is interesting. Sometimes you get your ideas from
the objects that you find. Sometimes you have an idea for a story but then you have to go
find the objects to get your ideas across. That concept really works well for the kids
doing the photo stories ... that you can get your ideas from your materials, or from
objects, people, or places. Or, it works the other way around as well.

11. Describe how students react to the work of Tress.
CF: They like it. They are intrigued. The colors are rich and the work is large and
shiny. We put a selection out that we think will interest them. We have that range of the
historical, the humorous, the war related, and the pollution, so they kind of get the scope
of it. This is difficult because there are one hundred and twenty five of those. Seeing
them all in the gallery ... that was a wonderful summer show. Kids just loved it. In fact,
they'd start walking around and telling you what it's all about. In this case there is a
narrative to accompany the images, and so we'll bring that in. He wrote quirky little
poems to accompany the images. Sometimes they are sort of sweet and sing-songy. But
there are always issues. Like the pollution is a big one with him, and it's told in a way
that he hopes people will pay attention to it. .. with the dirty water and the skeleton in the
fish tank. Those are pretty powerful symbols. And the hope. There's a sweetness to him
that comes out in these.

The narrative that goes along with it provides a framework by which people can
interpret because they are not just approaching it and constructing the narrative in
their heads. They also have the text that makes it more like a story, or a fictional
account. But, his body of work was inspired by the painter Cole who did a work of
art on the four stages of a man's life. And talking about stages ... he actually puts it
into stages. And critics have therefore transferred the narrative to provide an
account of pollution, but also as a way that Tress describes his stages as a human or
sometimes touching on homosexual issues. Would you ever discuss any of those
more personal issues with your students?
CF: In the Print Viewing area with an older class I would, easily. In fact, I've shown
Tress's work along with some of his more erotica images in black and white. I've put out
three or four examples of totally different approaches he's taken with English
composition students, which is interesting. For this Web site, that's a tricky one. I hadn't
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intended to touch on those issues. Not for fish tank. I think that I'd want to know that
from him rather than know that from a critic for starters. And I don't know if that would
be key to understanding the work. I would interview him.

Okay. I was just wondering if critics would influence the way you would approach
the subjects involved.
CF: Hardly. Not if the artist is living and I've worked with the work a lot, as I have.
I've seen so many different responses and I have my own biases. I probably wouldn't
unless it was real juicy and it made good sense.

12. Based on your educational experience, what types of questions would you use to
elicit discussion about Tress's photographs or a fictional approach in general?
CF: Certainly we would discuss the objects and the way they are arranged. I'd also ask
the students about the environment in which the tank is placed and the interaction
between the objects in the tank. Also, the use of color and how it affects the work. What
he's saying about history or romance. How the photographs differ. "Would you
understand this work if the text did not accompany it?" Yes, that's important and I'd
probably go into that a little bit more. "How does the text inform what you see about the
work, and vise versa?" I will put the text next to the photos on the Web site. He's talked
about these things. And that will be interesting since we've had a lot of dialogue about
him. Even to have a question and answer would be kind of interesting. "Why use a
fish tank?" He's gone into that. So those are good questions.

FICTION and TSENG KWONG CHI
13. In the article that you co-wrote, you decided to include four photographs
(Leaning Tower of Pisa, 1989; Disneyland, California, 1979; Lake Nineva,
Vermont, 1985; New York, New York, 1979). What other photographs by Tseng
Kwong Chi would you include on this Web site?
CF: Maybe Mount Rushmore and the World Trade Center. I'm not sure. I think I'd
have to take another look. Maybe the Chip and Dale one. We have so many of them.
There was a range of images and personas.

14. Have you used Tseng Kwong within the PrintViewing setting?
Just in the gallery.

What questions will be used when viewing Tseng Kwong Chi's work?
CF: I usually will say things like, who do you think this person in these photographs is?
And then they'll come up with things like, an official, an artist, a traveler. It's similar to
the one word approach. You start off with a simple response, and from that response you
have them explain how they came up with it. I feed them biographical information along
the way, so that you're peeling away layers. I think it's always important to see what
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they want to see first before you fill their minds with what you think is important to know
about the work. So, it's kind of a back and forth in that respect.

Can you think of any specific questions you've used with these students?
CF: Angle, Frame, and Light is great. It his construction of the scene and how that
affects what you're seeing and what you think about it when he looms so large or looms
so small. That's really important. And the persona creation is really important. Then
that gets back biographicall y to his parents fleeing from communist China, and references
historically to Nixon's trip and all of those things that, in his own words, say influenced
his work. That alienation. That feeling of alienation and being an outsider. Plus, with
him there is certainly that sense of humor. He was a prankster and a jokester. You feel
that and you sense that. These are serious issues, but seen with a humor and the
performance prankster in him. The whole notion of him ... actually, I might include in
this one, one of those images of him crashing the party at the Met. Those are just great. ..
and that's real. He's in his persona. He crashed the party with Warhol. Someone praised
him for his command of English because he was supposedly a Chinese official, and he
was photographed with Andy Warhol. It was an opening of a Chinese art show. Very
exclusive. And he walked in with his uniform and he was not denied. No one questioned
him. He was some official.

15. Describe how students react to the work of Tseng Kwong Chi.
CF: They react in all different ways because there's so many different levels that you can
approach it. The young students are very very curious about who he is and why he's at
all those monuments. And, that he's big and powerful and a little scary. The high school
and middle school classes, we began to discuss foreigners and alienation. It just depends
on which tactic you want to take with it. The humor, everyone gets. They laugh and they
think it's funny. The writing or university students really probed this and had writing
breakthrough s in terms of situating themselves in the scene. So they were looking at it as
a personal narrative, taking on the character. That was important to them. Which is why
it gets so hard to write a lesson for first grade, write a lesson for fifth grade, write a lesson
for middle school. .. this is not productive. The teacher will see the possibilities, know
how they tie into what direction they want to go. So, you give them the resource and let
them decide how to use it.

16. What bibliographi c information do you consider to be the most educationally
relevant when approaching the work of Tseng Kwong Chi?
CF: Certainly his heritage, being born in Hong Kong, his parents having fled from
Communist China. And living in so many different places. It's really tricky. His
homosexualit y was an issue in his work, and it really came across with some of the
fragility images. I don't know if it's going to go on the Web site or not. I would include
that he died of AIDS. That's a tricky one. I'd use his words from the video. Those are
really crucial. He talks about being this ambiguous ambassador and this traveler, and the
whole alienation, and thinking of China as this suspicious alien place ... and how this was
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supposed to change and it didn't. I think that those are all real key in understan ding his
work.
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APPENDIXF
Interview 4: 06-29-2000, 9:00a.m.
Board of Fellows Room, Center for Creative Photography
Cass Fey, Curator of Education

MIXED MEDIA and JUDITH GOLDEN
1. What is a Mixed-Media approach and why is it educationally significant?
CF: Educationally it is significant because it's a surprise for non-photo people to be
exposed to photographs that involve mixed media. Since about the mid-1970's,
photographers have been exploring the use of paint and construction of sculpture and
almost anything. There's been a lot of narrative in photography combining media.
And, so the boundaries have blurred between, well is this a photographer or a painter or
what is this person? And so mixed media has become the term that fits the bill because
sometimes it's more than one medium. In the case of Judith Golden where eventually the
photograph is completely obscured by other media, you don't even realize there's a
photograph underneath as the work progresses. That's a real surprise for a lot of students
and teachers. It's like there's a light bulb that goes off when you let teachers know that
it's okay to use a photograph in a way that will obscure it, or somehow- I want to say
ruin because that's how we, the layperson, think of it. You're going to ruin that
photograph if you do that. You should get away from that notion of the purity of the
photograph and think of it as another element within something that you want to create.
And, if you need to cut it, if you need to combine it, if you need to cover it, superimpose
it, that's fine. It's this whole issue of photography being this separate element. Artists
have been combining other media for a long long time. So, it's quite natural that it
should happen with photography, but I just find that it tends to be a surprise. This of
course is getting farther from the truth as digital and computer imagery comes into play there's a lot more combining going on. So this particular aspect of what is expected will
change, but that's where it's at right now when people come into the gallery and into
Print Viewing. They are surprised to see it. So, if you're doing a project on diversity
within a medium, it's one of the most diverse aspects you can look at. So, that's why
mixed media is included.

If you were talking about documentary, it is an approach because the intention is to
document, as it is with fiction where the intention is to create a narrative. Would
you define mixed media as an approach?

CF: Yes, actually I would call it an intention. It's an artistic intention. It's always
tricky. I love it, for instance, when I'm writing something and I give my draft to our
curator to read. I use words like style, and she wrote, isn't this an intention ... a
documentary intention? And I thought, yes, that's exactly what it is. You know, it's
definitely a process with Judith Golden, but her intention is to create a mixed media piece
- an artist's book. So that's a really good way to describe it.
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She also has some underlying issues that you have highlighted, in terms of feminism.
Can you describe how this factor affects the way you educate students?
CF: I think with any photographer, your experiences inform the work. They influence it.
And with Judith, this work was made in the mid seventies (The artist's book) while still a
graduate student. And at that point in time, feminism was still a big issue. And a lot of
women artists were asserting certain aspects of "women's work," and I put quotes around
that- hand work, sewing, quilting, those kinds of things ... asserting them as legitimate
art exploration. And, Judith was a dressmaker. Not a professional one, but she made
clothes for her family, as her mother did. And, it was a natural creative response ...
working with fabric, working with your hands, sewing. It was a natural leap to extend
this to her photography. She was also influenced by her instructors. She was taking a
book arts class, where this whole aspect of the book as an art object was being explored.
And, with the book comes the whole idea of pages turning ... and individual frames, each
page being a frame. So, I saw it as this natural exploration for her with these different
things going on -the feminism movement and the book art exploration. And another
thing comes into play and that's the whole idea of masks ... the masks that we wear in
everyday life. At that time she was going through a divorce, and she was finding more
and more that she'd have to put on this face and this personality when meeting with this
lawyer. And she was a student and she was a mother and there were all these different
masks that she was wearing. And, that element came into play also. Plus her love of
culture. Indigenous culture and masks. So, if you put all of that into a creative project,
it's a very natural outpouring for her to have come up with that book, I think.
So how do you create an educational dialogue between what you are showing
students, a book ,and meanings that Golden has attached to this art product?
CF: For one thing, you have to get across the aspect of an artist's book because most of
them don't have a concept of a one-of-a-kind, unique book, and treat it as a work of art.
And, just the fact that we're wearing the white gloves, in Print Viewing, to handle this and
to hold this, helps get that across. And you reinforce the idea that there's only one of
these, and that she worked on it for seven years. And you can reinforce certain things
about its bookness ... how it evolves as the pages tum; the plot or intention. But in this
case, there's a lot of different elements in the process that she goes through and in the
elements that she uses. And things that are on her mind. And, it's only images. So you
don't have the clarity of words telling you certain things. So it's fairly abstract in terms
of the average child or student looking at this. They aren't going to read all these things
into it. So, if you want them to get the full intent of the artist, you have to discuss that as
they are going along. And, again, it depends on the grade. With a third grade students,
we don't go indepthly into things like feminism. But we do talk about masks with them,
quite naturally ... and when do you wear masks? And quite naturally when you wear
masks, like for Halloween, you often take on the personality of that mask. So there are
real connections that you can make. So the intention of the Web site is that there will be
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a range of elements out there, and again the teacher will be able to pick and choose what
seems appropriate for their students to understand.

Have you touched on feminism with the students?
CF: Yes. More recently since I interviewe d her because it increased my awareness level.
Because it was actually when Janice started researching her for the Web site, because we
wanted to involve more context, more art history, more history ... that was one of our
objectives. And Janice came up with some really interesting quotes and interpretati ons,
at least on the feminist part and the masks and personalities that we take on. Then, I read
that and that really interested me, and I made sure to talk about it with Judith when I
interviewe d her. What do I tell them? Just what I talked about. I talk about the
feminism movement in the seventies and the assertion of women that those things of
interest to women, deemed "women's work", were explored for their artistic possibilities,
and taken out of the home and into the gallery for exploration. And, it's about the masks
that we wear and her interest in culture. So you just weave those aspects into the
discussion. There have actually been questions about this one page in this book where
the mouth is sewn shut. And I said to her, this screams of feminism to me, because
women for so long felt silenced by male dominance . And she said, you know, that's
interesting, but I wasn't thinking about that when I made it. It was very intuitive. A lot
of her work is extremely intuitive. She starts working with the materials and the image,
and the artist takes over. Sometimes different aspects of the personality take over. She
said, I wouldn't deny that connection of the mouth being sewn shut, but that wasn't what
I was thinking when I did it. So, you can see where someone studying feminism and
analyzing that piece would come to that conclusion . But then you get to this whole
aspect of what this work communica tes to you. And that's valid for someone looking at
that and thinking about those things, even though at the time it wasn't her intention. It
could have been somewhere in her intuitive mind. So, how you interpret that is valid in
its own right. So I have talked about that with university and high school students -the
mouth sewn shut. And we talked about the fact that I read that into it but it wasn't their
intention at the time.

2. What other artists might you include in this approach?
CF: Robert Heineken, TV dinner. He's got some other pieces that would be difficult in a
Web site because they are actually difficult in PrintViewi ng because they are heavy and
they turn, and when you turn them, the images change. The Center owns a lot of his
work. Heineken' s work is very sexually explicit. We own a lot of his work. We own his
archive. Here's a news flash for your project. We were turned down by a printer. We
are creating an archive issue about Heineken, because the printer felt the work was
inappropria te to print. Quite interesting . With particular age groups, I really have to pick
and choose what work I show them. We do have a series of his TV dinners that are really
engaging, and students think it's very gross that he attached his own cigarette and ashes
to the image. And, then, there I am, carefully handling it with my white gloves after he
has so constructed it. The museum's role is not to question in that respect. .. it is to
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preserve it. So his is one. There is an image that I really enjoy. I actually can't
remember the artist's name, but it's a mobile and you pick it up and it's chop sticks, it's a
little oriental tea bag, a little hamburger representing America. She's of mixed decent,
and there's a picture of her as a child in Chinese clothing, and then there's a little fortune
cookie fortune that she has created that says something like, my parents tried to teach us
Chinese words, but all I remembere d were the foods. Something like that. That's a real
interesting piece about heritage and issues relating to that. That would certainly be one
that I might choose.

3. What questions will you be using when showing Golden's work?
CF: I ask a lot of questions about, "what do you see happening here as the pages turn?"
"What kind of changes are taking place?'' I want them to see that there is less and less of
her face showing, and more and more embellishment. That the metamorph osis of her
face into a mask is growing. They also often notice that the pictures are getting larger.
And, so things are building as you work towards the end of the book. Books have a
tendency to do that. And, at the completion, it's a really almost full page totally
transforme d mixed media mask looking at you. So I like them to understand that. It's
one of the things that, as I go through the book, I start telling them different things and
asking them different things ... because I don't want to stand there and do it all at once.
You don't want to give things away all at once. So, as things are revealed in the book,
you go to another layer of questions . And it really almost depends on the group as well.
I don't always ask the same questions. I think that Janice is probably asking more
questions than I am, which is something that I've been studying. There's so much
information to go through. And the viewers are so fixed on watching this particular piece
unfold. They don't seem to have a lot of questions. And so I don't always stop to ask a
lot of questions, and I should do more of that. And I'm sure I will. It will be interesting
when Janice gets her manual finished because it will provide some good reminders for
me to do that. This work is so engaging, that you don't have to have an interactive
discussion about it, so you have to keep reminding yourself to do that.

DREAM INSPIRED and JOANN CALLIS
4. Though not yet developed , you intend to use "dream inspired" as an approach
on this site. Can you describe the approach and why is it educationa lly
significant ?
CF: First off, again I think it's unexpected . And so when you are showing the range of
intentions, photograph ically, it is a good one to include. The average person wouldn't
expect that you could photograph your dreams. And that in itself becomes very
intriguing. Yet we know our dream scenarios to a certain extent. There are some dreams
that we remember clearly because they are repeated or they are very vivid. But the fade
as time passes after you wake up. But when you wake up in the morning, sometimes you
are going, whoa, I realized that dream down to the color of whatever. That was the
intention of this artist. That was very powerful for her ... the things that she dreamt. So
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she would actually note them. She had a notebook by her bed and she would keep notes.
There was actually a piece in this portfolio, an artist statement, where she talks about
going to bed with this notebook, and when she woke up, if she remembere d something
about her dreams, she would jot it down. Then she becomes the choreograp her. How do
I stage that dream in order to photograph it? And, she uses heightened color techniques,
dye transfer. She has total control over the color. She actually starts out with a black and
white, and then applies the color with dye. SO it's heightened and a bit surreal or a bit
unnatural. Not enough so that you go, oh that's fake. It's just enough so that it gets you
engaged with the unrealness of it. So, she has total control over that through this process.
So it's very choreograp hed and very controlled.

5. Are there other artists that can be included in this approach?

CF: I'm sure there are. Lots of them. But I don't have the familiarity with them the way
I have with hers ... and that's something that I'll probably be exploring. I'm assuming
because our collection is so large, at sixty thousand prints, that within the collection there
exists others who were doing this. Arthur Tress did a lot of that surrealism, but hers are
definitely influenced by dreams.

6. What questions do you find work best for Callis's work?
CF: I ask them things like, "how many of you remember your dreams in the morning
when you wake up?" "How many of you can remember a dream that you had a month
ago?" I just get them thinking about it. And if you have the time, you can ask them
what some of those dreams are. "Well, then how would you photograph that?" And that
intrigues them. I like to mention the total control she has over these images and how they
look. They are all so large, and so size plays into it. I don't know how I'll do that on the
Web site but it is an interesting concept, because in PrintViewi ng you get to see the
original size which was another intention of the artist. The heightened color. What you
see when you see the original work is just what the artist wanted you to see and how they
wanted you to see it. I would want something to give it scale. You still would miss out
on the impact because you won't be seeing it that size.

7. Describe how students react to the work of Callis.
CF: They enjoy it.

8. From what already know about Callis as an artist, what bibliograp hic
informatio n do you consider to be the most educationa lly relevant when
approachi ng her work?
CF: I actually don't know a whole lot about her other than her statement in her portfolio,
which is a powerful statement and really speaks right to the work. So, I would assume
that quotes from her would be really important, where she talks about getting the
inspiration for doing this. I believe that there's also informatio n in that artist statement
about the color and her intention with that. In a situation like this particular portfolio
where we have a pretty lengthy statement by the artist about that work, that's what you
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want them to know. Because that's what we're looking for when we search through
books and articles in the library. If each one of these artists could furnish me a statement
about this particular group of work, we'd be in business. Luckily, she's done it, which is
fortunate because then we don't have to do a lot of other research. I mean, we can, but
how important is where she went to school or where she exhibits her work going to be to
the average person who visits this site. We'll include it to some extent because it will be
important for art students and art teachers but that's just one small percentage of the
people who will go to this site. You don't want to exclude them if they would be
interested. I don't know if she's a teacher. I don't know as much about her as I do the
other ones.

9. Is there anything that we haven't covered in these interviews that you'd like to
say about this site or the direction it's taking, or your educationa l techniques ?
CF: I think that this site will be quite different from any of the other educators guides
that I have put out on the Web because those have all been driven by particular
exhibitions with a particular curatorial design and intent. And this one is really driven by
what worked here in the PrintViewi ng gallery with a variety of classes. So it's quite
different and there are so many different kinds of work being represented that there will
be contrast and comparison s, and maybe details shown. Just Web dimensions that we
haven't gotten into or haven't explored or perfected. And, that will be interesting. I can't
see it as much as a finished product as I could see some of the other ones. I can envision
it, but not as clearly, because I think that the technology will present options that I hadn't
thought about. And so, when you're constructin g your thoughts for these guides, at least
when I do, I do have a rather linear approach in that there is a start and an end. And this
is so different in that respect for me. It's just going to keep building. It really is openended and that is challenging but exciting, and I know that there's a lot of Web related
tools that I don't understand and that will come into play. And, I like that it's openended.

One thing we talked about a while ago is that this is being built as a resource for
instructors . They are going to be translating it into another setting, and you are
educating them as you provide ways for them to educate their students. How will
you be examining its usefulness in terms of evaluating the site or gathering
feedback?
CF: I'd like to have that as part of the component actually, because now what happens is
that I' II get an email from a teacher who says, wow I just found your site. I mean it's
always complimen tary because probably someone wouldn't bother to write and say, your
site stinks! But, what encourages someone to actually comment on something they've
seen on the Web. That in itself is actually interesting. Because Web surfing can be mind
numbing and it's long and it's arduous. So, I get emails from teachers. I think if there
was a place for responses and for feedback, which would be important, and for requests
and suggestions . I don't know how that will take form. I will have to explore that and
see what's out there. What a fabulous place to get feedback. But. I don't want to be the
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mediato r in all of this . I mean, there can be some dialogue going on out there between
teachers who have used this informa tion. I don't know how that will work, but I think
I
it's importa nt and I think it would be really helpful too. Because it's so set in my mind.
aspect,
this
explore
mean, there will be teachers out there who will say, well would you
which would then give me some ideas.
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