NARRATIVES OF ELSEWHERE AND IN-BETWEEN: REFUGEE AUDIENCES, EDU-

CURATORS, AND THE BOUNDARY EVENT IN ART MUSEUMS

Marianna Pegno

Copyright © Marianna Pegno 2017

Dissertation submitted to the Faculty of the

SCHOOL OF ART

In Partial Fulfillment of the Requirements
For the Degree of
DOCTOR OF PHILOSOPHY

WITH A MAJOR IN ART HISTORY AND EDUCATION

In the Graduate College

THE UNIVERSITY OF ARIZONA

2017



ProQuest Number: 10681309

All rights reserved

INFORMATION TO ALL USERS
The quality of this reproduction is dependent upon the quality of the copy submitted.

In the unlikely event that the author did not send a complete manuscript
and there are missing pages, these will be noted. Also, if material had to be removed,
a note will indicate the deletion.

ProQuest.

ProQuest 10681309

Published by ProQuest LLC (2017). Copyright of the Dissertation is held by the Author.

All rights reserved.
This work is protected against unauthorized copying under Title 17, United States Code
Microform Edition © ProQuest LLC.

ProQuest LLC.

789 East Eisenhower Parkway
P.O. Box 1346

Ann Arbor, MI 48106 — 1346



As members of the Dissertation Committee, we certify that we have read the dissertation
prepared by Marianna Pegno, titled “Narratives of Elsewhere and In-Between: Refugee
Audiences, Edu-Curators, and the Boundary Event in Art Museums” and recommend that
it be accepted as fulfilling the dissertation requirement for the Degree of Doctor of
Philosophy.

yd

///{/W/7 Date: Oct 12, 2017

Larry Busbea, Ph.D

ISTIVATN OA/\ \ Date: Oct 12, 2017

Elizabeth Garber, Ph.D

\%w;&z Q\iﬂm Q ; Date: Oct 12, 2017

Manisha Sharma, Ph.D

Final approval and acceptance of this dissertation is contingent upon the candidate’s
submission of the final copies of the dissertation to the Graduate College.

I hereby certify that I have read this dissertation prepared under my direction and
recommend that it be accepted as fulfilling the dissertation requirement.

( Date: Oct 12, 2017
Dissertation Chair: M%Jnﬁha Sharma, Ph.D




STATEMENT BY AUTHOR

This dissertation has been submitted in partial fulfillment of the requirements for
an advanced degree at the University of Arizona and is deposited in the University
Library to be made available to borrowers under rules of the Library.

Brief quotations from this dissertation are allowable without special permission,
provided that an accurate acknowledgement of the source is made. Requests for
permission for extended quotation from or reproduction of this manuscript in whole or in
part may be granted by the copyright holder.

SIGNED: Marianna Pegno



ACKNOWLEDGEMENTS
This dissertation is by no means a product of my single voice. Without the continuous
conversation, input, and support of friends, family, and organizations this journey would

not have been possible.

My family, who ventured to museums with me and tolerated longer than expected

Visits.

My friends, who continuously acted as critical sounding boards and provided

moments of escape.

Colleagues and collaborators, for letting things get messy and encouraging me to

experiment with programmatic structures.

Faculty, for encouraging me to explore new theories, providing endless guidance,

and sharing critical and thoughtful feedback.

Program participants past, present, and future —thank you for trusting me, diving

in, challenging me to think in new ways, always telling me the truth, and for an

unwavering willingness to experiment.

To everyone who has influenced this process I am forever grateful.



DEDICATION

“I have always resisted the comfort of conventional categories. And my works are all
sustained attempts to shift set boundaries—whether cultural, political or artistic.”

(Minh-ha, 2011, p. 13)

To all who defy categories and support those who do.



TABLE OF CONTENTS

LIST OF TABLES. ... e 11
LIST OF FIGURES . ... e 12
ABSTRACT ... e 14
CHAPTER 1.0: Art Museum as Boundary Event...................ocoooiiiiiiiiiiinn, 15
An Overview of the MaS Program..............cooiiiiiiiiiiiiiiiiiii e, 16
Research QUeStioNS. ......c.o.uiiii i e 20
Purpose and Significance...........c.ovviiiiiiiii i e 20
Conceptual Framework. .........ooviiiiiii e 25
Research and Study Design...........cooiiiiiiiiiiii e, 29
LD E] 00U ) 1 34
SHrUCtUTal OVETVIEW.. ...ttt 35

CHAPTER 2.0: A Changing Landscape: An Overview of Community-Museum
Programming with Immigrant and Refugee Audiences.................coooiiiiiiiiiin.n. 37
Moving Towards Collaboration and Away from Authoritative Voice.............. 37
New Practices in Museums: Multivocality, Decolonizing Practice, Edu-Curation,
and Diversifying Audiences. .........c.oviiiiiiiiiie i 38
Increased Diversity: Changing Museum Audiences and New Practices in Museum

EAUCAtION. ...ttt e, 48



Mobility, Migration, and MUSEUMS. .........ooviiiuiiiiiiie i eaeeaeenan 51

CONCIUSION. .« ettt e e e e e e 65

CHAPTER 3.0: Reflections on the Study Design: An Investigation on Relationships,

Content and the Over all Aesthetic..............coooi 67
A Performative Multivocal Research Practice.................cooioiiin. 67
Research QUeStIONS. ... ...c..oiiii e 69
Forms and Methods of Data Collected...............coooiiiiiiiiiiiiiii . 69
Narrative Inquiry: Multivocal Composite Narratives...........ooevveviiineenninnnnnn. 75
Decolonizing Theory: Decolonized Methods and Performative Texts.............. 81
Multivocal Research in Art Museum Education..................oooiiiiii, 84

CHAPTER 4.0: Presentation of Data. ... 86
Sharing wWith Strangers.........c.ooiiiiiiiii i e e 86

CHAPTER 4.1: Presentation of Data: Exhibitions as Research.............................. 92
Museum as Sanctuary: Giving Voice to Tucson’s Refugees.......................... 93
Interlude: A Reflection on Practice or Art Museum Educator as Research...... 108
Museum as Sanctuary: Perspectives of Resilience...................ccccccoveeenn.. 114
Reflections and ConcCluSIONS.........ooueiuiiiiii e 128

CHAPTER 4.2: Presentation of Data: In-Gallery Learning as Research.................. 130
In-Gallery Learning: Exquisite Corpse and Voices................cccccevvvievnn... 130



Presentation of Data: In-Gallery Learning................coviiiiiiiiiiiiiiiiiennn. 134

January 28, 2014, ... e 135
March 11, 2014 ..o 139
March 25, 2014 . ..o 143
September 9, 2014 . ... o e 147
OCtober 14, 2014 . ..o 152
NoOVEMDET 18, 2014 .. 157
February 24, 2005 . .. o e 161
Reflections and ConcCluSIONS.........ooueiuiiiiii e 165
CHAPTER 5.0: Data Analysis + Interpretation: Introduction.............................. 167
A NOE ON NATATIVE. ..ttt ettt e e 167
CHAPTER 5.1A: Analysis Data Collages...........oovviiiiiiiiiiiiiiii e 170
CHAPTER 5.1B: Analysis COMPOSIEES. .. ..ueuutenttenteeeteeitteneeenieeneeaaeenaneannns 183
CHAPTER 5.2: | AM: Boundary Event = Growth + Change.......................oeoenea. 196
Analysis and Methods...........ooooiii i 196
Assignment: Detours in Self-Portraiture................coooeiiiiiiiiiiiii e, 197
On the Importance and Significant of Identity......................oooiiiiii. 206
I Am: A “Re-Sitting of Boundaries™.........cccoviiiiiiiiiiiiiiii e 212



CHAPTER 5.3: A Colored Paintbrush: Boundary Event = Process + Product..........215

Analysis and Methods...........ooooiiiiii 215
Process vs. Product. ... .. ..o 215
PrOCESS. .. 219
Process + Product: Creativity and the Boundary Event.............................. 223

CHAPTER 5.4: Experience that Negotiates: Boundary Event = Performance +

PORICS . e 225
Analysis and Methods...........ooooiiiiii 225
Setting the Stage. .. ..vvvi i 225
Case Study: Exquisite Corpse ACHIVILY.......cviviiiiiiiii i, 227
Museums as Performative Environments................cooiiiiiiiii, 232

CHAPTER 5.5: Implications of Interpretations..............oovviiiiiiiiiiiiieiie e, 237

CHAPTER 6: Conclusions: Leaning into the Elsewhere and In-Between................. 239
Museums as a Multivocal Boundary Event....................oooooin, 239
Research as a Multivocal Boundary Event...................ooooiiiiiiin.. 246
Delimitations and Identifying Further Areas for Study............................. 247

APPENDIX A: Exquisite Corpse ACHVILY....c...oiiuiiiiiie i eieeaaeenn, 249

APPENDIX B: V0ices ACHVILY.....oouiiiiii it e e 251



APPENDIX C: Label Writing Worksheet

REFERENCES..............co.

10



LIST OF TABLES

Table 1. Works of art, and their corresponding artists, included in MaS Exhibitions in

2013 and 20015, .o 89
Table 2. 2013 Museum as Sanctuary Exhibition Details.....................coooiiiiinn 93
Table 3. 2015 Museum as Sanctuary Exhibition Details.......................cooinl. 115

11



LIST OF FIGURES

Figure 1. Understanding the overlap: community-museum programming as a

DOUNAATY EVENL. ...\ttt e e et 28
Figure 2. Linear vs. multivocal exhibition development....................c.ooo. 40
Figure 3. I am statements from 2015 exhibition. ..., 80
Figure 4. Collaged researcher constructed narratives: all the colors,

Process + PrOAUCE. .. ..ottt e 83
Figure 5. Installation view of 2013 Museum as Sanctuary exhibition...................... 95
Figure 6. Installation view of 2015 Museum as Sanctuary exhibition...................... 117
Figure 7. My Face, 2013, ... .o e 201
Figure 8. The Dark Diamond, 2015.. ... ..o i 201
Figure 9. Happy Girl, 2013 ... 204
Figure 10. Sewing Installation, 2015..... ... .. e 204
Figure 11. Tam, 2013; presented first as data in chapter 4.1: Data Presentation:

Exhibition as Research and revisited again in 5.1A: Analysis Data

Collages and 5.1B: Analysis COmMPOSItES.......ovurirriiiniieiiieieeaiieeeanan 208
Figure 12. Tam, 2015; presented first as data in chapter 4.1: Data Presentation:

Exhibition as Research and revisited again in 5.1A: Analysis Data

Collages and 5.1B: Analysis COmMPOSILES.......ovuriiiriieiiiiieiiieeiieeaaeannnns 209
Figure 13. 1 am statements; educator reflections, presented first as data in

chapter 4.1: Data Presentation: Exhibition as Research and revisited

again in 5.1A: Analysis Data Collages and 5.1B:

ANALYSIS COMPOSIEES. .. .uteeett et ette ettt et e e e e eae e anaeens 211
Figure 14. Museum as Sanctuary 2013 exhibition..................oooii . 219
Figure 15. Museum as Sanctuary 2013 exhibition..................oooiii. 219
Figure 16. Museum as Sanctuary 2015 exhibition..................ooooi 219
Figure 17. Museum as Sanctuary 2015 exhibition..................oooiii . 219

Figure 18. All the colors process + product from 2013 MaS exhibition.

12



These exhibition narratives are first seen as presented data in chapter 4.1
Presentation of Data: Exhibition as Research and in 5.1A and 5.1B as

collaged analytical data Sets...........c.vviiiiiiiiiiii e 222
Figure 19. All the colors, process + product from 2015 MasS exhibition.

These exhibition narratives are first seen as presented data in

chapter 4.1 Presentation of Data: Exhibition as Research and in

5.1A and 5.1B as collaged analytical data sets...............cccoovviiiiiiiiinnnn. 223

13



ABSTRACT

This dissertation explores narratives that emerge from a community-museum
collaboration while working with refugees in relation to Trinh T. Minh-ha’s (2011)
concept of the boundary event. Within this study the boundary event is explored as
moments of overlap where identity, experiences, knowledge, and processes are
continuously being negotiated; by embracing or leaning into these moments, community-
museum programs can develop multivocal narratives—where no single voice is heard as
distinctly clear or separate. These co-created museum narratives stand in contrast to
educational and engagement strategies that aim to instill knowledge and elevate
community with the museum as the expert. In this dissertation 16 participant voices— of
15 refugees and one museum educator— mingle, coalesce, and complicate museum
narratives. These narratives are participant-created (data presentation) as well as
researcher-constructed (analysis and interpretation). Using the methodological lens of
narrative inquiry and decolonization I investigated data collected from over a two-year
period (summer 2013-summer 2015) including: content and wall labels collected from
two exhibitions, one marks the beginning of the study in 2013 and the second in 2015
concludes the study; gallery activities collected over the course of the two-year study;
and educator field notes from the 28 individual sessions. Ultimately, I argue that
multivocal narratives, and embracing moments defined as the boundary event, complicate
traditional hierarchy and expected stories of refugees and new migrants illustrating how

difference can positively disrupt linear, static, and authoritative institutional narratives.
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CHAPTER 1.0
ART MUSEUM AS BOUNDARY EVENT

This research focuses on a long-term, community-museum' collaboration called
Museum as Sanctuary (MasS), involving the Tucson Museum of Art (TMA), which is a
regional art museum in the southwestern US, and a non-profit collaborating organization
named Owl & Panther (OP) that specializes in multi-generational, expressive arts
programming for refugees affected by torture, trauma, and traumatic dislocation. MaS is
an ongoing program that began in the fall of 2010 and meets regularly at the TMA. It
entails numerous activities that occur both in classroom settings where participants make
art, and in the galleries where they discuss and write about artworks on view.

I am a museum educator who has been a facilitator for this program since its
inception. From July 2013 through July 2015, I collected data in various forms (e.g.
audio recordings, written activities, exhibition texts, and ethnographic field notes) during
each program session and from the two culminating TMA exhibits of MaS artwork. I did
so in the interest of studying the impact of this program not only on the refugee
populations being served, but also on the museum educators and education programming
in the art museum. This represents the shift in my personal journey in becoming an edu-
curator, someone who straddles between the educational and curatorial roles in the
museum where I work. In examining this data I found narratives revealing multiple ways

of knowing and understanding were being relayed simultaneously within MaS’s

' Throughout this dissertation community-museum and museum-community are used
intentionally interchangeably, identifying collaborative practice between a community-
based organization (OP) and museum (TMA), to avoid a hierarchical privileging of either
institution.

? Executive Order 13769 was briefly in effect (January 27, 2017 — March 16, 2017) and
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curatorial and pedagogical practices. In this way this study presents diverse significant
narratives emerging from this long-term museum-community collaboration.

In the following pages of this chapter, I provide information on the MaS program
and background on the urgency and relevance of cultural institutions like art museums
working with refugees in the United States. After stating my guiding research questions
and their significance, I provide relevant grounding of the study’s form and conceptual
framework, including its design. I conclude the chapter by clarifying limitations and
caveats.

An Overview of the MaS Program

The current format and structure of MaS came into being in 2011, to ensure that
TMA and OP were working together to create a beneficial learning environment for
refugee individuals living in the Tucson, Arizona metropolitan area. The multi-visit
program is comprised of two major types of activities: studio explorations, occurring in
the TMA’s education center, and in-gallery learning. I identify three main groups
influencing program structure within MasS and this research: (1) art museum educator(s)
including myself, (2) the OP program manager and administrative manager, and (3)
refugee participants, ranging in age from 7 — 50+ years. Within this dissertation I refer to
this broad age range as multi-generational since the program does not serve isolated age
demographics such as youth, K-12, adult, etc.

A typical program session begins at approximately 4:30 PM when the art museum
educator(s) and the program manager from OP, or other representatives from each
organization, prepare the space and activities for the session. At 6:00 PM, participants

and volunteers begin arriving, and by 6:30 PM, everyone (approximately 30 participants,
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20 volunteers, two OP staff members, and two to three TMA educators) has begun
working on the evening’s activities. During the 1.5 hours of session time, small groups
work collaboratively on gallery activities, or individually on their own art projects. In
some instances, this might mean that 30 individuals are working on 30 unique studio
projects, in which case the needs of each participant may vary drastically throughout the
evening. When in the galleries, all attendees—myself, TMA educators, OP staff and
volunteers, and participants— divide up into six to eight small groups to explore and
converse with one another, and with other groups, about artworks on view. At 7:45 PM,
clean up begins; by 8:15 PM, participants and volunteers have left the TMA’s education
center. Afterwards, myself and other museum educators finish cleaning up and debrief
on the session and by 9:00 PM, educators and the program manager leave the TMA. This
process repeats itself six to eight times a semester, for a total of 12-16 sessions per
academic year. Over the course of this research study, the facilitators of MaS have
experimented with layering education and curatorial practice by creating interpretative
materials for works in permanent and temporary exhibitions. In addition, the program
has mounted two exhibitions at the TMA, which included not only participant artworks,
but also biographies and descriptive labels written by participants.
Identifying the Overlap: Refugees and Art Museums

Artist, educator, and researcher Trinh T. Minh-ha (2011) explores the overarching
condition of flight and refugeeism as being “produced by political and economic
conditions that make continued residence intolerable” (p. 29). Here, individuals are
“dispossess[ed] not only of their material belongings but also of their social heritages,”

leading to individuals who live “a provisional life, drifting from camps to camps,
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disturbing local people’s habits and destabilizing the latter’s lifestyles when they move
into a neighborhood” (p. 30). Most importantly, flight is “neither voluntary nor simply
involuntary...refugeeism differs from voluntary immigration in that it does not have a
future orientation—the utopia of material, social or religious betterment” (Minh-ha, 2011,
p. 47).

Each year, armed conflict and persecution cause individuals to flee their families,
communities, and countries, resulting in a large number of refugees. Displaced
populations and those seeking refuge are constantly increasing. “Over the past two
decades, the global population of forcibly displaced people has grown substantially from
33.9 million in 1997 to 65.6 million in 2016 (United Nations High Commissioner for
Refugees, 2016). In the United States, the Department of State Bureau of Population,
Refugees, and Migration notes that between 1975 and April 30, 2017, over 3.3 million
refugees have been resettled in the United States (Department of State Bureau of
Population, Refugee, and Migration, 2017).

As of this date and in the wake of the Trump administration’s Executive Orders
13769% and 13780°, refugees have been subjected to more persecution and further arrivals

have been greatly curtailed®. This makes it even more necessary for cultural workers to

? Executive Order 13769 was briefly in effect (January 27, 2017 — March 16, 2017) and
sought to lower the number of refugees being resettled in the United States, specifically
targeting individuals arriving from Iran, Iraq, Libya, Somalia, Sudan, Syria, and Yemen.
Under this order US administration claimed, “Numerous foreign-born individuals have
been convicted or implicated in terrorism-related crimes...including foreign
nationals...who entered through the United States refugee resettlement program” (Office
of the Press Secretary, 2017).

3 Executive Order 13780 aimed to replace 13769.

* Both of these Executive Orders were blocked in court however, they did have an affect
on the refugee ceiling in the United States and it wasn’t until the last week in May when
the State Department lifted the restrictions. According to Gardiner Harris (2017) the lift
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close the gaps between art education, museum education, and immigration reform. In
this political climate I find it necessary to assert that refugee status is not easy to obtain.
Individuals receiving this legal status and accompanying working papers (in the United
States an [-94 card is given) go through extensive background checks and legal
questioning to prove a “well-founded fear of being persecuted” (UN High Commissioner
for Refugees).

With the current administration providing as little help as possible to refugees and
as more refugees and displaced persons settle in the United States, it is essential that
communities and community organizations develop and support programming and
services that encourage refugees to explore and become acquainted with their new home.
Museums are unique sites of potentially rich engagement with refugees, helping to build
connections with their local community through nontraditional methods of healing, such
as art-making experiences and in-gallery activities, that can be facilitated with those
having limited English language capacity. A study released by the American
Psychological Association (2010) supports the importance of “nontraditional elements,
such as interfacing and collaborating with other agencies, including cultural organizations

299

not traditionally seen as ‘service providers’(p. 8) to support refugees in acclimating to
new communities. Partnerships between traditional service providers, such as
resettlement agencies, and cultural institutions like museums, give refugees an

opportunity to express themselves through non-verbal communication and to engage in

co-created and self-directed learning opportunities.

on the ban could double the number “of refugees entering the country, from about 830
people a week in the first three weeks of this month to well over 1,500 people per week
by next month.”
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Research Questions
In this study I address the primary research question:
* How can we as art museum educators, or edu-curators, create spaces that provoke,
and engage with, narratives between communities and museums?
In exploring and addressing this main question, I also engage with the following sub-
questions:
*  What multivocal narratives are revealed when refugee populations and edu-
curators actively engage in and collaborate on museum programming?

* How do these narratives change over time?

Purpose and Significance

Despite the plethora of investigations on museum programs designed for diverse
visitors such as immigrants or English language learners (Betancourt & Salazar, 2014;
Gutierrez & Rasmussen, 2014; Iervolino, 2013; Macdonald, 2003; Ruanglertbutr, 2016;
Shoemaker, 1998) and on how museums are working with communities and community
partners (Lynch, 2011; Keith, 2012; Nightingale & Swallow, 2003; Onciul, 2013), there
are substantial knowledge gaps regarding: what actually occurs during these programs;
how relationships develop overtime; and what refugee participant narratives emerge. By
focusing on these relationships and narratives fostered in MasS, I seek to understand what
happens when refugee participants, a community partner, and myself as art museum

educator overlap.
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While this research is not about the personal life history narratives of refugees,
their identity and experiences greatly influence the design and structure of this project.
As an art museum educator, I do not see myself as an art therapist or a social worker but
rather as an active listener; similarly, I attempt to reflect on my role as a thoughtful
collaborator, rather than a formal or invasive researcher.

In my practice as a museum educator, I have found that collaboration thrives
where no single voice is heard as distinctly clear or separate. A majority of research on
museum-community programs discuss the harmony of partnerships but rarely include
research on the duality of dissonance and harmony; for this reason, I attempt to equally
explore moments of disagreement and agreement. Within this study, boundary events are
enacted when multiple voiced narratives (multivocality) emerge from the mingling and
overlapping of participant-artists’ voices with my own reflections as an art museum
educator. Next, I will elaborate on the key terms in this research, namely, collaborating
organization, art museum, and art museum educator.

Collaborating Organization

Mas is a community-museum collaboration in which program planning,
implementation, and evaluation are collaboratively developed by OP and the TMA.
Taking inspiration from Viv Golding and Wayne Modest (2013), MasS situates art
museum practice within the realm of social practice, redefining the museum-community
relationship as “more than mere consultation and inclusion of diverse perspectives” (p.1).

Museums are able to broaden their potential as spaces of learning within an
increasingly global society when working with collaborating organizations to include

more voices within the institution. Collaborations between art museums and various
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organizations help to build stronger connections within the community: “museums cannot
operate in isolation in a world of shifting boundaries...Collaboration today has expanded
possibilities...It is a way to invite more participation from the outside...Collaboration
enhances the ability of each participant” (Hizry, 1992, p. 21). In MaS, OP and TMA
aligned their educational missions and objectives in order to provide more successful
expressive arts programs for refugees.

During the initial year of the collaboration between OP and TMA in 2010-2011,
both organizations designed programming with their own particular organization’s goals
in mind. An informal evaluation of the program’s effectiveness after that first year led to
both organizations updating their educational goals for a more successful program.
Together, these organizations realized that meeting at least once a semester to discuss
projects and plan for future sessions was essential in order to foster an open dialogue to
support the successful continuation of MaS. Additionally, it became apparent that
museum educators needed to participate in other OP programs in order to build
relationships and trust with refugee participants and thus, collaborative programming
extended beyond the museum’s walls.

Art Museum

Art museums are not universally definable institutions, because, “...there are so
many different kinds of art museums: collecting and non-collecting; museums that focus
on a particular culture, time period, artistic medium; large and small art museums; urban,
suburban, and rural” (Villeneuve, 2007, p. 6). For the purpose of this study, I define an
art museum as an institution with rotating and permanent art exhibitions and public

educational programming. Here, the museum is a space of performance where the
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narratives of refugee, collaborating organization, and art museum educator interact and
exchange with one another, and museum education takes center stage.

According to Charles Garoian (2001), performance within the museum creates the
potential for “new possibilities” (p. 236) where “viewers challenge the museum’s
monologic practices” (p. 237) by “introducing narrative content that would otherwise
remain ignored” (p. 237). To further this concept of the art museum as a performative
environment, [ am drawing parallels to Trinh T. Minh-ha’s (2011) concept of boundary
event, which acknowledges ways in which “...participants’ moves are mutually defined
by one another, each response...a performance of its own” (p. 94), within museum
practice. Through these mutually informed actions, the museum, its programs, and the
people within the space are viewed as dependent on one another. Thus each actor or
performer—in this case, refugee, collaborating organization, and museum educator—is a
crucial component in how a museum functions and is understood in this study. Through
these interactions and exchanges, the museum begins to open up to new experiences
wherein “collaborative leadership involves thinking and acting across boundaries, often
among organizations that are unconventional partners” (Hizry, 2002, p. 14). Thus, within
the context of this research, the art museum is a space where the collection, exhibition,
and preservation of objects occurs alongside conversation, collaboration, and exchange,
and where neither action is privileged but rather, all are necessary in order to develop
successful museum practice. While conversations about the connections between humans
and environment or culture occur more frequently in anthropological and history
museums, the focus on community engagement, in art museums, tends to be on the object

and artist, as defined by curator or educator. My study shifts the reading of the art object
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from the perspective of the curator and educator, to the perspective of the audience as
participator and curator. It is this change in point of view that, for me, highlights the
significance of the location of this study, within an art museum as opposed to another
type of museum.
Art Museum Educator

My experiences and academic training inform my understanding of the art
museum educator as someone who simultaneously straddles the world of art historical
knowledge and art education practice. My sentiments are echoed in From Periphery to
Center: Art Museum Education In the 21°' Century, a volume edited by Pat Villeneuve
(2007). The preface to this publication references a conversation that occurred at the
Museum Education Division meeting at the 2006 National Art Education Association
(NAEA) annual convention. The following ideas from this conversation have

significantly informed my understanding of an art museum educator:

* “It has to do with the blurring of the lines between various disciplines within the

art museum” (Villeneuve, 2007, p. 3).

* Someone who is “...willing to experiment and try different formats, work as part

of that team to suggest alternate arrangements, alternate plans, and different ways

of opening up to different kinds of experiences for people” (Villeneuve, 2007, p.

5).
* Someone who “...understand[s] that there are many different kinds of museum-

goers and allow for different kinds of museum experiences.” (Villeneuve, 2007,

7)

p-
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With these ideas in mind, an art museum educator is flexible, collaborative, social, and
multi-disciplinary. Perhaps even more relevant to my research, and an extension of the
art museum educator, is the hybrid entity of an edu-curator:’ a museum professional who

is defined by collaboration and visitor-centered practice.

Conceptual Framework

Postcolonial theory

In this dissertation, I am utilizing postcolonial studies,’ as defined by Gayatri
Spivak (1999, 2013) and Trinh T. Minh-ha (2011), as a conceptual framework. In these
theorists’ work, postcoloniality is a socio-political condition rather than a single instance
or one type of relationship. Spivak (1999) asserts that, “postcoloniality—{is] the
contemporary global condition” (p. 172). Similarly, Trinh T. Minh-ha understands the
current economic and global phenomena as a continuation of the inequalities, injustices,
and political dominance fashioned during colonization whereby the postcolonial
condition illuminates continued violence. She reflects, “While the era of colonization has
been officially proclaimed to have practically reached an end, invasion, occupation,
disruption, and relocation—in other words, colonization by other means—continue to set
the stage for unending aggression and destruction” (Minh-ha, 2011, p .5). Together,
Spivak’s observations of a global condition and Minh-ha’s comments on societies’

continued acts of violence illustrate how I am defining postcoloniality.

> This term is explored further and defined in chapter 2, A Changing Landscape: An
Overview of Community-Museum Programming with Immigrant and Refugee
Audiences.

6 To clarify, within this dissertation I employ postcoloniality as a theoretical lens, rather
than decoloniality, though I am aware of both, and I use decolonizing methods and
strategies in order to organize, analyze, and interpret the data.
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In pairing postcolonial theory with art museum practice, my objective as a
researcher is to foster inquiry and dialogue about power relations within art museums —
from how objects are displayed to the ways in which audiences are positioned within the
institution. Furthermore, postcolonial theory helps to situate research that challenges a
singular voice, linear historical narratives, and object-based learning within a global
conversation. My conceptualization of the postcolonial is not time-specific, but rather
emerges out of investigations and explorations of hegemonic systems and subjugated,
silenced, or ignored audiences. Within the context of museum practice, “the postcolonial
aesthetics dislocates and reinvents museum spaces...and disseminates alternative ways of
elaborating and sharing memories” (Angelis et al., 2014, p. 7). Thus, if we understand
colonization as the perpetuation of singular histories and truths from one perspective,
then the postcolonial urges that we move away from homogeneous narratives toward
multiplicities.

In Postcolonialism and Education: Negotiating a Contested Terrain, Rizvi et al.
(2006) speak to the expanding discipline of postcolonial theory in order to address
hegemony and inequality beyond the relationship of colonized and colonizer. They assert
that a “more critical postcolonialism is needed if we are to understand how colonial
assumptions remain embedded within the new discourses and practices of globalization”
(Rizvi et al., 2006, pp. 255-256). This critical postcolonial lens is helpful in interrogating
authoritative and hierarchical practices, specifically the systemic power structures still
inherent within the art museum as an institution.

The museum as an institution is rooted in colonial assumptions; curatorial

narratives often speak for collected cultures in broad generalizations (Macdonald, 2003;
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Duncan, 1991). This notion of power is also manifested in the polarized relationship
between museum professionals and museum visitors, whereby the first are producers of
knowledge and the latter, passive receivers of information. Through a postcolonial lens I
challenge this binary of the museum professional (the privileged) and visitor (the other)
within the museum space. At this point, I must acknowledge that my role as art museum
educator and researcher within this project immediately places me in a role of power and
authority, no matter how hard I try to eschew this position. However, I try to
continuously recognize the fact that my research does not seek the concrete, certain, or
correct but rather aims to activate and question museum practice from the perspectives of
participants/visitors, collaborating organization, and museum educators. This critical
practice acknowledges my position of power while also working to combat the siloed
practice of the educator or researcher by conceptualizing the research practice as a
collaborative endeavor that is not possible without participant input.

The boundary event. I am interested in investigating the point of intersection
and overlap between audience (refugee participant), art museum (educator—specifically
myself), and collaborating organization (programming and administrative staff) and how
these three entities are co-constructing narratives of museum-community relations and
programming. | am identifying these instances of overlap as active sites of collaboration
and examples of Minh-ha’s (2011) concept of boundary event (see Figure 1). To
summarize, Minh-ha explains boundary event as moments, spaces, objects, and/or things
in a constant state of transformation, where certainty becomes questioned and

possibilities are endless.
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Understanding this overlap
in order to conceptualize
community-museum
programming as a
boundary event.

Figure 1. Understanding the overlap: community-museum programming as a boundary event.

As I imagine a practice that is an embodiment of Minh-ha’s boundary event, |
seek to cross the museum-community divide where “traveling can thus turn out to be a
process whereby the self loses its fixed boundaries—a disturbing yet potentially
empowering practice of difference” (Minh-ha, 2011, p. 41). Within these fluid
boundaries, there is a potential for the art museum to become a site of difference and
multivocality. This illuminates how art museum practice can exist as “a place of

decentralization that gives into neither side, takes into its realm the vibrations of both,

requiring constant acknowledgement of and transformation in shifting condition” (Minh-

ha, 2011, p. 70).
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A border-crossing: museum and community. Museum professional Ivan Karp
(1992) discusses the relationship between museum and community by noting that, “the
best way to think about the changing relations between museums and communities is to
think about how the audience, a passive entity, becomes the community, an active agent”
(p. 12). Poised with this move to situate the community as an active collaborator within
the museum, it is necessary to engage with issues outside the traditional or assumed role
of the art museum. As dialogue and mutual respect build, the art museum and
collaborating organization must learn to navigate potentially controversial and difficult
conversations to compromise.

Museum theorist and professional Bernadette Lynch (2011) sees potential within
clashes between the museum and community: “...conflict must be allowed to be central
to democratic participation if museums are to view participants as actors rather than
beneficiaries” (Lynch, 2011, p. 160). Within this space of conflict, she argues for “a
reflective practice and an institutional space that allows for conflict, and, sence, builds
trust” (Lynch, 2011, p. 160). Thus, the act of migrating across the boundary between
museum and community, and acknowledging the inherent conflict therein, expands
capacity while broadening institutional focus, resulting in moving the museum towards a

collaborative and dialogical social practice.

Research and Study Design
In this research project I use narrative inquiry and decolonizing methods in order
to construct the study and analyze the data. The central focus of this research is to

synthesize narratives of museum experience co-constructed from multiple points of view
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including refugee participant(s), administrator(s) from a collaborating organization, and
myself as an art museum educator. I seek to investigate how these participants influence,
inform, direct, and negotiate experiences in a community-museum program.

I collected data from: (a) a Summer 2013 exhibition of MasS participant-generated
works of art and wall text; (b) documentation of written gallery activities; (c) field notes
recorded after each session from 28 program sessions from Fall 2013 — Summer 2015;
and (d) a Summer 2015 exhibition that includes participant-generated wall texts and
works of art. Though this research was not conducted as participatory action, in many
instances, participant comments influenced data collection methods and modified study
design. Examples include: eliminating interviews and reviewing field notes with OP staff
and art museum educators to include their comments and reflections on sessions.

A Multivocal Narrative

In keeping with the tenets of postcolonial theory described previously, the
confluence of voices occurring within an educational program is central to this study
where I explore narratives of practice that stem from bottom-up and non-hierarchical
pedagogical approaches. As such, the narratives contained within this dissertation are
best defined as multivocal, since there is a confluence of multiple points of view, varying
perspectives, and a multiplicity of action that disrupts a singular linear narrative.

Rick Altman (2008), in the Theory of Narrative, aims to broaden the definition of
narrative to include multiple-focus texts that “thrive on discontinuity, forcing characters
and readers alike to devise novel methods of deriving meaning from apparently unrelated
fragments” (Altman, 2008, p. 242). Within this definition, narratives become a

constellation of experiences that are multiform yet inter-related. Clarifying multiple-
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focus texts further, Altman (2008) states that these publications “...set familiar pieces
into unexpected patterns, calling into question the comfortable habits of readers and
viewers alike” (p. 262). These multiple-focus narratives honor and acknowledge
difference, rather than assimilating individual interpretations and ways of learning into a
singular, cohesive, manageable process.

Decolonizing methods. The design of this study is based in decolonizing
methods, so that as a researcher I would be more like a collaborator rather than a distant
observer. In Marcelo Diversi and Claudio Moreira’s (2009) Betweener Talk:
Decolonizing Knowledge Production, Pedagogy, and Praxis, Diversi reflects on their role
as researchers stating, “We hope our stories stand as scholarship that treats the Others not
as objects/subjects of study but as co-constructors of decolonizing acts and
performances” (Diversi & Moreira, 2009, p. 184). Inspired by these words, the data was
collected through multiple sources: ethnographic field notes, in-gallery activities, and
participant-artist written exhibition texts and is presented, analyzed, and interpreted as
interwoven fragments.

As I thought about research, the idea of reducing my interference with the
programmatic structure became increasingly appealing. I did not want to appear as a
formal researcher, demanding attention or answers; instead, I aimed to create a research
structure that did not mimic or perpetuate interrogation and immigration processes of

oppressive hierarchies for refugee participants.” Shamser Sinha and Les Black (2014), in

7 Again, intentionally distancing myself from these systems of power, now seen
retroactively in relation to contemporary immigration policies and rhetoric within the
United States and other countries, such as the United Kingdom, seems even more
important and significant. I cannot stress enough that practitioners, educators,
researchers, or others entering into services or collaborations with refugee or immigrant
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their article “Making Methods Sociable: Dialogue, Ethics and Authorship in Qualitative
Research,” address the act of researching with immigrant youth and the importance of
separating oneself from institutionalized and judicial practices of inquiry in favor of more
social modes of data collection. They reflect upon their study design by noting that
Part of our impulse towards thinking about how we listen comes from realising
that many of our participants were likely to have been subject to coercive forms of
qualitative interview, which we need to avoid replicating. Modes of interview
informed by social science but practised by immigration authorities and the police
can be focused on transforming personal history into information about times,
places and circumstances... (Sinha & Black, 2014, p. 475)
Furthermore, these practices utilized by immigration authorities or resettlement agencies
attempt to capture narratives of the refugee experience and of past traumas. Thus, |
found it essential that the museum space and my research were greatly distanced from
systems that perpetuate violence and re-traumatize individuals. Echoing Sinha’s and
Black’s (2014) research practice, my own study design is conversational and sociable,
rather than a formal directed narrative through a more traditional interview practice.
Narrative inquiry methods. I use narrative inquiry in this study to explore a
shared museum experience that consists of multiple, fragmented, punctuated, decentered,
simultaneous, overlapping, and concurrent narratives. This privileges no individual
experience or single voice, and thus a variety of opinions, ideas, histories, and stories
emerge during the program. Kathleen Wells’ (2011) Narrative Inquiry provides some

key clarifying points within the conceptualization of this research methodology by

audiences do so thoughtfully, critically, and aware of power dynamics influencing these
individuals daily existence.
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distinguishing between the practice of co-constructing narratives and the performance of
narratives. Wells (2011) explains: “Although narrative co-construction and control
focuses on the conversational interactions that shape a story, the concept, narrative
performance, focuses on the broad way in which a story is told” (p. 33). These two
concepts of narrative, co-construction and performance, are essential to address within
my research design, where the collection of data that is co-constructed through
experiences (chapter 4) and the performance is enacted in the way the data is interpreted
(chapter 5).

In “Analysing Narratives as Practices,” De Fina and Georgakopoulou (2008) note
that narrative is a social practice and “is an embedded unit...not free-standing or
detached/detachable” (p. 381), thus the specific context and individuals informing the
narratives are essential and each collaborator’s past experiences are consistently
informing how this co-constructed museum narrative emerges. Defining narrative
further, De Fina and Georgakopoulou (2008) see narratives as co-constructed and
emergent rather than sequential and linear. In this context, narratives are much like
Altman’s (2008) multiple-focused stories, which are dialogical, simultaneous, decentered,
discontinuous, overlapping, and multivocal. Furthering this parallel, De Fina and
Georgakopoulou (2011) acknowledge the complexity of co-created narratives in chapter
four of their book, Analyzing Narrative: Discourse and Sociolinguistic Perspectives,
where they note that, “narratives may be collaboratively constructed...co-tellers and
audience contributions profoundly shape the course and structure of narratives” (p. 92).
MaS’s narratives are co-constructed non-linear entities highlighting the way in which the

museum is a space for complex engagements that include comments on artwork,
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exhibitions, and art making, as well as reflections on home, school, and pop culture, and
many other topics.

Data analysis and presentation. The way these stories are constructed, or
performed, in this dissertation blends together different data sources, illustrating the
performance of a multivocal narrative of museum practice. Specifically, I interpret
analytical collages I create from my data, through the lens of Minh-ha’s (2011) boundary
event, reflecting growth + change, process + product, and poetics + performance,
respectively. By adopting this performative style, I aim to honor conversational
exchanges in the MaS program and to decolonize the authoritative and singular research
practice or narrative. However, the narratives within this dissertation are pieced together
from my perspective as the principal investigator and thus, are still influenced by my

point of view despite the inclusion of a multiplicity of voices.

Delimitations

There are several delimitations within this research that must be addressed. First,
this research is situated in the overlap between art education, museum practice, art
history, community engagement, and refugee museum audiences. It is beyond the scope
of this document to give a complete assessment or literature review of all of these
practices individually. More specifically, in seeking to explore the nuanced experiences
occurring within a community-museum program (i.e., MaS) I have opted not to engage in
interviews with art museum educators or staff from the collaborating organization in

order to avoid privileging their voices over those of refugee participants.
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Secondly, the focus of this research is intended to closely investigate one art
museum, one of their community partners (collaborating organization), and one local
population (refugees); as a result I will not address other museum educational
programming such as school tours, docent training, lectures, or outreach. While I believe
these other museum educational endeavors have the potential to challenge and broaden
the institutional metanarrative, I have concentrated exclusively on refugee audiences
within the art museum due to the lack of research on this topic and the urgency of the
moment, socio-politically.

Lastly, in relation to the theoretical lens I am utilizing for this research, |
recognize that postcolonial theory is just one way of analyzing how museum practice can
be multivoiced, and there are other theoretical lenses that could be effectively used to

reflect multiplicities.

Structural Overview
In this chapter, I introduced the objectives and rationale of this research, including

its location and participants, along with the conceptual and methodological frameworks I
have used. In chapter 2, I present a review of literature exploring art museum practice in
relation to the specifics of community-museum programs with immigrant and refugee
audiences, highlighting the significance of collaboration within these types of endeavors.
In chapter 3, I review the study design and methodologies while detailing the collection,
analysis, and presentation of data. There, I introduce and define my research practice as
performative and multivocal, and rooted in decolonizing theory and narrative inquiry.

Chapters 4.0 through 5.5 are multi-section presentations of the narratives that emerge
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during MaS. First, in chapters 4.0 — 4.2 | present the raw data, for transparency, and set
up the idea of exhibition and in-gallery learning as research. In these sections, my own
ethnographic reflections are woven within and between participant-artists exhibition texts
and written documentation or interpretations from gallery-based activities. Next, in
chapters 5.0 — 5.5 I expand on my process of analysis and the resulting interpretations
illustrating three instances of the boundary event: growth + change, process + product,
and performance + poetics. Finally, in chapter 6, I explore the conclusions, implications,

and limitations of this study.
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CHAPTER 2.0
A CHANGING LANDSCAPE: AN OVERVIEW OF COMMUNITY-MUSEUM

PROGRAMMING WITH IMMIGRANT AND REFUGEE AUDIENCES

Below is one example of a prompt created for Museum as Sanctuary (MaS). 1t
acknowledges that collaboration is a multi-way street, evolving as participants and

institution actively engage one another.

Prompt (Marianna, 2015): Response (Rami, 2015):

Write a verse, poem, or prose about How the Museum has changed me:

your experiences at the art museum It has changed my attitude about art.
inspired by the following questions: | used to not like art, but now I think
how have you changed the museum art is a kind of language.

and how has the museum changed How Have I Changed the Museum:
you? My feelings changed the museum.

The way | looked at the art changed
the museum because museums are
changed by the people who view the

art

Moving Towards Collaboration and Away from Authoritative Voice

The above vignette from MasS, which occurred in preparation for the 2015

exhibition, demonstrates a way to incorporate participant-artist voice within the curatorial
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process. This educational exchange illustrates a changing landscape within community-
museum collaborations where various actors (participant, museum educator, and
museum) work together and programming is design with rather than for an individual,
group, or community. To recap, MaS is a museum-community program for refugee
families, affected by torture, trauma, and traumatic dislocation, and it serves as one
example of how museums serve as a space of collaboration and dialogue. The following
literature review explores how museums have become sites of dialogue and a resource
that strengthens communities by working with, rather than for, refugee and immigrant
audiences. The mixing of museum and community programs and the resulting
encounters between museums and audiences illuminate the way in which programming

can function as Minh-ha’s (2011) boundary event: a moment of receptivity and mingling.

New Practices in Museums:
Multivocality, Decolonizing Practices, Edu-Curation, and Diversifying Audiences
Art Museums have become spaces of experimentation, interpretation, exploration,

and conversation between museum professionals (educators and curators), visitors (or
participants), and community partners (collaborating organization). As these activated
encounters occur more frequently in art museums, the traditional roles of visitor as a
passive viewer, educator as a tour guide, and curator as expert have become complicated.
Thus, museum practices and politics have shifted from the construct of museums as
spaces of contemplation (Cuno, 2011; Duncan 1995 and 2004; O’Doherty & McEvilley
2000) to sites of activated engagement (Bourriaud, 1998; Hubard, 2015; Hooper-

Greenhill, 1994 and 2000). As a result of this changing idea, the relationship between
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institution and community has evolved: the museum has become “embedded within its
specific community, operating as a powerful tool for development and social change”
(Silverman, 2010, p. 12).

By embracing this new role, museums are imagining new ways of engagement in
order to become welcoming centers of empowerment and creativity for diverse
communities (Hirzy 1992 and 2004; Kendig-Lawrence, 2010; Nashashibi, 2003; Onciul,
2013 and 2015; Stein et al., 2008).® As museums begin to reframe themselves as socially
responsive institutions that are attentive to the needs and voices of their constituencies,
programmatic endeavors have become more focused on acts of collaboration and co-
creation. Such museum programming and its related spaces are community or
participant-centered and create multivocal encounters, reflecting Hooper-Greenhill’s
(2000) conceptualization of the post-museum, where “many voices are heard” (p. 144)
and “histories that have been hidden away are being brought to light” (p. 145). By
incorporating more voices, museums can begin to shed their authoritative and omniscient
tone in exhibit and program design, culminating in more complete histories and stories of
art objects in the museum.

In the following subsections, titled: Embracing multiplicities, Decolonizing museums,
and Defining edu-curation: Blurring boundaries, I define exhibitions as spaces of
multivocal exchanges where more than one expert influences and collaborates on the

curatorial outcome. Below, Figure 2 illustrates this distinction between more traditional

¥ In these articles and chapters the authors explore the notion of “diverse communities” as
defined by underserved populations, refugees, visitors, indigenous and first nations, and
immigrants, respectively.
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models of exhibition development and the community-based multivocal exhibitions I am

exploring within this dissertation.

Linear exhibition development,
featuring one curatorial voice.

Non-linear, collaborative, multivocal
exhibition development.

Figure 2. Linear vs. multivocal exhibition development.

Embracing Multiplicities

In their anthology Museums and Communities: Curators, Collections and
Collaboration, Viv Golding and Wayne Modest (2013) assert that “contestation and
controversy—if imaginatively, respectfully, and sensitively addressed in the museum
with reference to wider concerns of equality, human rights, and social justice—may offer
a potent means of building bridges and even overcoming divisions among disparate
groups” (Golding & Modest, 2013, p. 1). Institutions that embrace multiple voices,
opinions, and histories have the potential to position museums as collaborative,
empathetic, and critical sites of engagements. Change however, is never easy, and the
idea of embracing divergent perspectives and new voices within the institutional program

can be uncomfortable, challenging, and unsettling for all involved including museum
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professionals, visitors/participants, as well as community collaborators (Evans, 2014;
Lonetree, 2012; Nashashibi, 2003; Simon, 2010).9 However, it is important to remember
that, as Salwa Mikdadi Nashashibi (2003) notes in her article “Visitor Voices in Art
Museums,”
The inclusion of multiple voices in art museums is not a threat to the integrity of
the museum or the authority of its scholarship. Instead, it presents an opportunity
for democratization of interpretation and encourages the visitor to share in the
excitement of discovery through critical thinking, dialogue, and communication.
(Nashashibi, 2003, p. 25)
These multiplicities within art museums’ programming for community audiences build
variety; reflect more audiences’ perspectives; and provide innovative points of access for
visitors, while exciting and enticing new museum-goers. By embracing these
multiplicities and differences art museums become multivocal institutions where museum
experience is understood as “multiform in style and variform in speech and voice”
(Bhaktin, 1982, p. 261).
Decolonizing Museums
According to Linda Tuhiwai Smith (2012), decolonizing museum practices are
“concerned not so much with the actual technique...but much more with the context in
which...problems [or programs] are conceptualized and designed, and with the
implications of research [or programs and exhibitions] for its participants and their

communities” (p. ix). Here, a decolonizing museum practice is understood in relation to

? While change tends to be uncomfortable for all, the majority of research in relation to
museum practice has looked at how the roles of museum staff and communities have
been altered and complicated making space for nontraditional expertise to guide
curatorial practice, ultimately exploring the discomfort between curator and community.
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its audience or collaborators where visitors, participants, and community members are
not seen as lesser than museum professionals. Rather, each of them is an expert and
authorities in their own right. Museum theorists Amy Lonetree (2012) and Bryony
Onciul (2013 and 2015) have taken this idea of decolonization and applied it to museum
practice in order to reimagine the way institutions are working with indigenous
communities. Thus, “the traditional curatorial role changes considerably in the context of
contact work.'® The isolated scholar and manager becomes a facilitator and a
collaborator who shares, rather than represents, authority” (Nicks, 2003, p. 24). Itis
within these spaces that museum practice begins to exist as a boundary event, in that the
museum heeds the expertise of a community, effectively becoming ““a responsive mold”
(Minh-ha, 2011, p. 56). Below I consider examples of institutions that have become
more responsive by the ways in which they collaborate with communities by positioning
these groups as curatorial experts.

Bryony Onciul (2015) sees decolonization as a process where exhibitions are
“countering Eurocentric grand narratives” (p. 195) and engagement illuminates the way
“power is always open to negotiations” (p. 75). Furthering this notion, Lonetree (2012)
stresses the ideas of “self-determination and cultural sovereignty” (p. 1 — 2) within a
decolonizing museum practice. These concepts are echoed by the Abbe Museum, in Bar
Harbor, Maine, which asserts that a primary tenant of its strategic plan is decolonization:
“at a minimum, sharing authority for the documentation and interpretation of Native

culture” (Abbe Museum, 2015). These understandings of a decolonizing museum

10 Contact work within this quote refers to the idea of contact zones (Pratt, 1992;
Clifford, 1997), understood as spaces of cultural subjugation and conflict where Euro-
American societies have taken artifacts from indigenous and non-Western cultures for
display.
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practice can be extended to how museums are designing programming and constructing
exhibitions of artworks and objects from various historically subjugated or marginalized
populations in order to position these as authorities and collaborators. These ideas can be
extended to working with refugee audiences whereby programs and exhibitions involving
this audience are designed with direct input from the community becoming spaces for
sharing stories, challenging singular histories or stereotypes about refugees, and
respecting individual autonomy.
Defining Edu-Curation: Blurring Boundaries
In Visitor-Centered Exhibitions and Edu-Curation in Art Museums, an edited
anthology compiled by Ann Rowson Love and Pat Villeneuve (2017) the concept of an
edu-curatorial practice is proposed and investigated both through theoretical and practical
implications. In their call for submissions they assert,
It’s no longer one or the other! Visitor-Centered Exhibitions and Edu-Curation in
Art Museums promotes balanced practices that are visitor-centered and
educational while honoring the integrity and powerful storytelling of art objects.
We are looking for authors who practice and promote visitor-centered exhibition
development using collaborative, non-hierarchical curatorial and educational
approaches. (Villeneuve & Love, 2015)
Edu-curation is one way to honor the diverse knowledge of community and seek to create
exhibitions that are visitor-centered and participatory. Within this blended position that
is still contained within the confines of the museum, learning and visitor experience
direct institutional expertise and rigor. Furthermore, it is a shift towards collaboration

within curatorial practice that is most significant within the concept of edu-curation

43



where by “Embracing a collaborative approach to curation plays to individual skill sets,
relieving team members of the privilege or burden of functioning as sole authority” (Love
and Villeneuve, 2017, p. 17).

Pat Villeneuve (2012 and 2014) has continually explored the concept of
educationally-curated exhibitions with practices such as guided interaction and Supported
Interpretation. Within these models, museum staff anticipates and plans for audience
interaction with exhibitions in order to design experiences that are visitor-centered. Thus,
“the curatorial team needs to identify potential audiences and keep them in mind as they
select artworks and determine the content of the interface, plan text panels and labels,
design activities and opportunities for feedback, and install the show” (Villeneuve &
Erickson, 2012, p. 57). Utilizing guided interaction as a resource for exhibition
development encourages the curatorial team to consider the various visitors entering the
museum. This practice “demonstrates how anticipation of visitor needs can guide a
curatorial team in imbedding resources and activities from which visitors, regardless of
their prior knowledge, may choose to construct their own meanings” (Villeneuve &
Erickson, 2012, p. 61).

Pushing the idea of guided interaction further, Villeneuve begins to define a
model for curatorial practice: Supported Interpretation. This concept “re-envisions the
exhibition as an interface, or point of interaction between the museum and its visitors”
and relies on “a team curatorial approach, including educators, curators, and community
members” (Villeneuve & Viera, 2014, p. 83). In Supported Interpretation, exhibitions are
positioned as educational sites of exchange where the curatorial framework is designed to

allow for multiple points of access rather than constructing a singular, linear narrative.
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An example of a similar method for curation can be found at the International
Folk Art Museum in Santa Fe, New Mexico in the Gallery of Conscience, ““ an
experimental space where the public is invited to help shape the content and form of the
exhibition through interactive elements and facilitated dialogues” (International Folk
Art Museum, 2017). This space is constantly evolving as visitors provide feedback and
propose new directions for exploration; thus, during the life of the exhibition, it is a living
entity rather than a fixed construct. As more and more museums have begun
experimenting with curatorial practice to better engage visitors on an institution wide
level, collaborations between curators and educators are becoming more common. As a
result, cross-departmental collaborations have been developed, wherein educators and
curators work together to redesign exhibitions and re-install permanent collections.

Catherine Evans, the former Chief Curator of the Columbus Museum of Art in
Ohio, has written about her experiences moving from siloed curator to a collaborator on
exhibitions. Through a series of conversations and a two-year dialogue about
reinstallation of collections, staff at the Columbus Museum of Art identified “intentional
learning outcomes...allowing for reimagining multiple access points for visitors” (Evans,
2014, p. 154). This collaborative practice made space for a diverse array of visitors and a
multitude of experiences within their reinstalled museum. When considering the visitor,
the next step is to further involve the community within the curatorial planning, pushing
the notion of edu-curation to extend beyond the intuitional walls.
Community as Curator: Breaking Down Boundaries between Curatorial Practice

and Museum Visitor
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By working with communities (rather than for them) the curatorial voice is shifted
through collaboration, such that no single opinion or individual’s expertise is privileged.
As museum theorist Mary Hutchinson (2013) reflects, “...working with and
demonstrating an egalitarian conversation between differently located authorities, from
the development of an exhibition into its fabric, plays a crucial role in creating an open,
dialogue-inviting exhibition, encouraging audiences to respond from their own
experience and knowledge” (p. 143).

Institutions such as the Wing Luke Museum of the Asian Pacific American
Experience in Seattle, Washington have demonstrated blurring of the lines between
curatorial practice and museum education by developing a community-based exhibition
model. According to The Wing Luke, their “community-based exhibition model builds
upon a basic exhibition development model but strives to infuse community members
throughout the entire process” (Chinn, 2006). Within this type of curatorial practice,
community voice is integral to exhibition development from the start, resulting in
exhibitions that rely on expertise from a diverse array of people, not just traditionally
trained curators. The institution has created several community advisory committees in
order to leverage this non-traditional knowledge within the museum. Rose Kinsley
(2016) sees community advisory committees as a way to “unsettle the traditional and
hegemonic role of the solo curator, creating instead a distributed model of knowledge
production” (p. 484). Kinsley (2016) also notes that these committees “challenge
notions of what constitutes relevant expertise and who holds it” (p. 484); as a result,
exhibitions highlight the “multiple realities associated with an exhibition’s theme” (p.

484-485). As the community is positioned as content creator, topics relevant to the
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Asian American immigration story are continuously highlighted. The permanent
exhibition Honoring Our Journey explores the Asian immigrant and refugee narrative
relevant to the Seattle community where exploring refugee narratives has become an
integral part to the Wing Luke’s exhibition program.

Exploring the concept of community as curator involves a shift in perspective,
where exhibitions are constructed by dialogue and exchange from voices independent of
institutional knowledge. These instances often suggest “that curators may benefit by
giving away some of their traditional control over decision-making, so
that...communities can have a genuine role in developing the story” (Wake & Perreault,
2016, p. 16). By dispersing institutional authority, community members have room to
incorporate their perspectives and expertise within the interpretative design of
exhibitions. Within these curatorial programs, multiple voices and opinions co-develop
the narratives.

Involving the community and heeding to their expertise is crucial when working
with native and indigenous communities (Conaty, 2003; Onciul, 2013, 2015; and Wake
& Perreault, 2016). Bryony Onciul, in her research exploring indigenous voice and
decolonizing practices notes, “cultural concepts such as expertise, customary boundaries
and hierarchies, come into question and negotiation, and can change individuals’ roles
and status within the zone. Boundaries between insider and outside blur, and temporary
boundary crossing are enabled” (Onciul, 2015, p 85-86). Often these contemporary
encounters between museum and community are the basis for the application of a critical
postcolonial lens and the development of decolonizing programs within institutions

where monocultural lenses are deconstructed and challenged. These exchanges are
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foundational when extending the conversation to include immigrant and refugee
audiences within art museums.

Positioning immigrant audiences as content producers in museums continues to
diversify the cultural lens of the institution. Museum consultant, Simona Bodo (2012)
sees these audiences fostering sites of intercultural exchanges “...by bringing into
dialogue their different perspectives, experiences and knowledge bases” (p. 185),
ultimately resulting in more nuanced and complex interpretations of objects on view.
Echoing this sentiment, Serena Iervolino (2013), a professor of museology, sees great
potential in immigrant audiences becoming more active visitors, where they are “moved
from being spectators, that is, receivers of the culture of the majority—a position they
conventionally occupy in the host society—to being actors, that is playing an active part
in shaping and sharing knowledge” (Iervolino, 2013, p. 121).

Creating spaces for audiences to influence curatorial practice and interpretive
programs changes the way museums display objects and generate knowledge, ultimately
making room for multiple and divergent perspectives and experiences. However,
destabilizing the boundaries between educator, curator, and visitor is just one element of
changing practices in museums to diversify narratives and ultimately engage more

audiences.

Increased Diversity:
Changing Museum Audiences and New Practices in Museum Education
Graham Black (2008) speaks about audience development as building sustaining

relationships, wherein “...audience development is not about increasing the number of
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first-time or one-off visitors to walk through the door—it is about seeking to develop and
sustain participation over the long term” (p. 47). Within this section, I will focus on
practices within museum education that aim to develop long-term sustaining relationships
with audiences, similar to Museum as Sanctuary. This type of program involves a long-
term commitment and depends on multiple points of contact with participants or
audiences. Programs like this are aimed at building continued and life-long museum-
goers. Speaking to the commitment needed to build sustained relationships, Black (2008)
notes this often necessitates that the “museum...establish an active presence in the
community...also require[s] new skills on the part of museum staff—in building
relationships and working sensitively with communities, in sharing expertise, and in
recognizing groups as equal participants” (p. 47). Increasing audience diversity within
museums requires both increased access and inclusion, where new strategies for
engagement are imagined.

Museum programming for, and with, diverse audiences includes but is not limited
to programs designed for Latinos, English language learners, immigrants, visitors with
disabilities such as visual and auditory impairments, K-12 school age children, and
library users, just to name a few. Architectural access and the inclusion of visitors with
varying abilities is a topic widely discussed by institutions (Sandell et al., 2010).
Institutions such as the Victoria and Albert Museum in London have developed broad,
sweeping accessibility plans “to support the museum in achieving equality in terms of
employment, service provisions as well as access to premises and to ensure the consistent
availability of support whenever disabled people visit the site” (Smith et al., 2012, p. 63).

Programs such as the Los Angeles County Museum of Art’s partnerships with libraries in
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the greater Los Angeles area bring the art museum to new and diverse communities,
some of whom may have never interacted with the institution. Museum educators Sophia
Gutierrez and Briley Rasmussen (2014) have explored the need for developing more
inclusive programming for English language learners within the art museum, rooted in
fostering a shared language between visitor and institution. Within these types of
programs, Gutierrez and Rasmussen (2014) advise that, “when selecting works of
art...take into consideration how the work of art can connect with the cultures and
experiences of [English Language] learners (p. 157). They remind educators and
museum practitioners that, “the best works of art are not always the most aesthetically
beautiful; the best artworks are the ones that move someone personally, the ones that can
create personal change” (Gutierrez & Rasmussen, 2014, p. 157). These pedagogical
practices attempt to engage English Language learners in the museum, providing points
of access that encourage making personal connections rather than highlighting art
historical significance.

Museums such as the Denver Art Museum in Colorado have taken this a step
further by creating the position of Latino cultural programs coordinator, dedicated to
better serving Latino museum users. Véronica Betancourt, researcher, and Madalena
Salazar, educator, (2014) note the importance of hiring “staff who are bicultural and/or

2

bilingual to better serve Latino visitors...” (p. 193) where “...diversifying museum staff
to better reflect[s] American demographics and incorporate a variety of perspectives into
the work of the museum” (p. 193). Programs working with varied and multiple audiences

envision the museum as a site of critical engagement where monocultural institutional

practices are altered in order to make room for difference. These programmatic
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endeavors along with the development of an edu-curatorial practice and increased
diversity within the museum bring me to a more focused exploration of how the museum
actively engages with the topic of immigration and diaspora communities by exhibitions
and pedagogical programming.

While my study focuses on refugee audiences, in the following section I explore
displaced populations, broadly touching on art museums’ engaging with diaspora

communities, refugee audiences, and immigrant populations.

Mobility, Migration, and Museums

In this section, I explore how “outsider” stories are mingling within exhibitions in
countries and resettlement communities in the United States, the United Kingdom, and
Australia. All three of these nations have long histories of immigration, and terminology
such as immigrant, migrant, and refugee are utilized within writings produced from these
regions in cultural and social theory, including writing in art and museum theory and
practice. While the research that informs this dissertation engages specifically with
refugee audiences, within this literature review I also include examples of museums that
are broadly interacting with increased migration and immigrant populations.
Refugee Experiences and Museum Exhibitions

In the United States, museums and exhibitions alike engage with historical and
contemporary narratives of displacement, persecution, and, by extension, immigrant and
refugee experiences. Organizations such as the Tenement Museum in New York, the
Wing Luke Museum of the Asian Pacific American Experience in Seattle, and the United

States Holocaust Memorial Museum in Washington, D.C., just to name a few, are
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dedicated to educating publics about genocide and xenophobia. Internationally,
institutions often utilize exhibitions as a way to integrate immigrant audiences into their
new community. The 2008 exhibition Belonging: Voices of London’s Refugees on view
at the Museum of London is one example of a United Kingdom curatorial endeavor
engaging with refugee issues. The Director of the Museum of London, Jack Lohman
(2008), in “How Do We Sing Our Song in a Strange Land? Belonging: Voices of
London’s Refugees in the Museum of London,” states that the goal of the exhibition was
to position refugee audiences as content generators within the museum and to locate the
refugee narrative within the larger history of London. Lohman (2008) reflects that
Belonging presents the

undiluted telling of the stories which have shaped them and which they carry with

them from the places from which they have been displaced. Their voices are at

the heart of this exhibition, telling some 150 stories in personal interviews. These

are the stories told in words, images and artefacts...” (p. 11)
In this example of the Museum of London’s exhibition, one begins to see the ways in
which refugee narratives can inform educational and curatorial programs and be objects
on display. Exhibitions such as this one begin to place refugee voice and the
contemporary experience of displacement and resettlement at the center of the museum’s
agenda, rather than as peripheral and trivial information.

Occasionally, refugee and immigrant stories are contained to specific galleries
within institutions. Chiara O’Reilly and Nina Parish (2015) investigate the relevance of
community exhibition spaces in sharing migration stories in Australia. O’Reilly and

Parish (2015) conclude their article by asserting that the community gallery “continues to
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represent a precious chance to develop diversity in the museum, and diversity in
audience” (p. 310) while also acting as “an indispensable space within the museum...[for
community groups] to showcase and celebrate their place in Australian history” (p. 310).
However, while the community gallery is an important space for addressing immigrant
narratives, it unfortunately relegates these stories to isolated exhibition spaces.

While these institutional explorations are important, art museums are often
removed from the dialogue on contemporary displacement and often only engage with
the historical issue of displacement through the guise of what artists were doing and what
works were produced. Contemporary exhibitions such as Mona Hatoum, organized by
the Tate Modern (United Kingdom) in 2016, Islamic Art Now: Contemporary Art of the
Middle East at the Los Angeles County Museum of Art (United States) in 2016, and Art
in Exile at the Museum of Contemporary Art (Denmark) in 2016, are just a few examples
of this type of exhibition focus solely on artistic product in relation to displacement
occurring in the last year. That being said, narratives of exile, displacement, and
resettlement have been enmeshed with museum narratives since the 1940s.

Numerous exhibitions focusing on artistic expression and displacement have
provided contexts for and opportunities to highlight the great amount of creative energy
forced out of Nazi-occupied Europe during World War II. These narratives are often
displayed and collected within the museum as curatorial programs and, in recent times,
often focus simply on the individual artist rather than the refugee experience. However,
during World War II, artists and exhibitions frequently attempted to explore narratives of
displacement within the curatorial program, rather than a narrative investigating the life

of a single artist.
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In October 1942, an exhibition entitled, First Papers of Surrealism, was organized
by André Breton, which commented on European artists who were displaced from
Europe during World War II. Art historian T.J. Demos (2001) has reflected in his article
“Duchamp’s Labyrinth: First Papers of Surrealism, 1942 on the exile of artists from
Europe and their feeling that the United States was denying or limiting access. Demos
(2001) notes,

The ‘First Papers’ of the exhibition’s title announced its dislocated status by

referring to the application papers for U.S. citizenship, which emigrating artists

(including Breton, Ernst, Masson, Matta, Duchamp, and others) encountered

when they came to New York between 1940 and 1942. (p. 91)

In this article, Demos (2001) recounts the surrealist movement and its relation to
“homelessness” first as an extension of Freudian thought and then ultimately extending to
a nationalistic homelessness during World War II (p. 95).

This notion of being displaced, unwelcomed, and in a state of constant exile is
best illustrated by Breton’s exhibition and Marcel Duchamp’s installation. The work
itself was a web-like structure of string woven throughout the gallery space, which
obstructed and refused a voyeurism expected in more traditional art gallery and museum
settings. Here, the artist’s narrative and personal experience was imposed on the visitor
wherein according to Demos (2001), “Duchamp’s string produced a recalcitrant barrier
between viewers, objects, and space” (p. 106); the denial of access and the experience of
exile is replicated and the visitor is forced to experience a similar disconnection and
denial of access to the surrealist works of art in Breton’s First Papers exhibition. In this

work, Duchamp shares his own experiences and personal narrative associated with his
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forced migration from Europe to New York with visitors. Demos (2001) sees this
narrative as an artistic experience that is aggressive and unsettling:
Instead of providing an insulating mythological womb protecting against
displacement, Duchamp’s installation in fact forced artists to experience their
displaced status firsthand in the disorganized and disorganizing space of his
installation and in the disorientation of their objects in space. This, in effect,
introduced a political framework to a display of art intent on escaping it. (p. 107)
Rather than providing political and historical context for his artistic expression, Duchamp
chose to create a work of art that shares the experience of displacement and the equally
uncomfortable act of resettlement. Here, Duchamp’s work aims to address a narrative of
exclusion and displacement within exhibition and curatorial programs, speaking to the
immediate feelings and experiences of refugees. In future exhibitions, narratives would
explore an artist’s life from a historical vantage point rather than one of contemporaneity.
The Los Angeles County Museum of Art exhibition entitled Exiles + Emigrés:
The Flight of European Artists from Hitler, explores the migration of twenty-three artists
(all male), who were European refugees, during World War II and their artistic careers in
exile (Barron, 1997, p. 11). This exhibition illustrates one way in which an art museum
works to organize, catalogue, and structure the experiences of refugees and asylees from
Nazi-occupied Europe. Stephanie Barron (1997), in the introductory essay, explores the
genesis for the exhibition and the curatorial framework, which organizes and structures
the works of art and artists’ histories within the exhibit. She notes,
the exhibition and catalogue reexamine the tremendous consequences of the

exodus of European artists which followed Hitler’s rise to power. From an
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American perspective this approach, focusing more on the exiles themselves than

on their impact on American artists, is a departure from earlier accounts. Exile

and Emigrés looks at the work they did in exile, its significance within their own

development, and its reception by the American art world. (Barron, 1997, p. 12)
Through this assertion, Barron (1997) places her curatorial narrative apart from past
explorations of the artists included in the exhibition. Additionally, she continues
throughout her essay to explore the connection between exile and artistic practice, calling
attention to an overall aesthetic of the experience of being displaced.

One artist who is included in all of the World War II refugee surveys is Marc
Chagall, and more recently he has been the focus of a retrospective at the Jewish Museum
in New York City from 2013 — 2014 entitled Chagall: Love, War, and Exile. This
exhibition, curated by Susan Tumarkin Goodman, presents another example of an
institution contextualizing an artist’s flight from Nazi-occupied Europe during World
War II. However, within this context, I would like to focus more closely on Chagall’s
experiences with exile, rather than an institutional survey of his work.

Chagall, a Jewish refugee during World War 11, had a very complex relationship
with sites of exile and the notion of home. Born in Russia, Chagall eventually fled
persecution to Paris and was eventually, at the onset of World War II, forced to return to
Russia. Kristine Harmon (2005), in her essay “Self-Exile and the Career of Marc
Chagall,” asks a simple yet poignant question: “Exile is a forced absence from one’s
home—forced by politics, law, religion. But what is exile, its color and substance, when
it is chosen?” (p. 60). Throughout the article, Harmon investigates notions of home in

relation to Chagall’s creative output, while simultaneously acknowledging his
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contentious relationship to “home.” The idea of exile and the exploration of the artist’s
identity as refugee in relation to their artistic production is an interesting way of
accessing Chagall’s narrative of displacement. Harmon (2005) notes that Chagall “never
disown[ed] any part of his heritage, his allegiances were often in contest with one
another—and as dichotomies shifted, home itself changed shape and meaning” (p. 61).
Perhaps in the floating and distorted imagery depicted on Chagall’s canvases and within
his stained glass windows, one can draw connections to the constant flux and shape
shifting of his own complex relationship to home and cultural heritage.

Recently, the Museum of Modern Art in New York has created a series called
“Citizens and Borders,” which includes exhibitions such as Insecurities: Tracing
Displacement and Shelter in order to address the growing global refugee crisis. This
exhibition, according to MoMA’s website, “respond|[s] to the complex circumstances
brought about by forced displacement...[and] focuses on conditions that disrupt
conventional images of the built environment” (MoMA, 2016). “Citizens and Borders”
presents an example of a major art museum re-engaging with the contemporary issue of
displacement and border politics, rather than continuously putting an art historical spin on
this global crisis. Kofi Annan (2010) in an article entitled The Myth of Never Again
makes an argument for why the historical significance of the Holocaust, and by extension
historical cases of displacement, must be paired with contemporarily relevant issues in
order to effectively combat persecution and genocide. He reflects, “it is surprisingly hard
to find education programs that have clearly succeeded in linking the history of the
Holocaust with the prevention of ethnic conflict and genocide in today’s world” (Annan,

2010). For this reason, programmatic endeavors such as MoMA’s “Citizens and
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Borders” is a unique educational opportunity to bridge historical narratives with
contemporary issues.

However, all the examples of art museums engaging with issues of displacement,
through works of art or lives of artists in displacement, presented above remain curated
with a traditional model where refugees are not directly influencing the development of
programming or curatorial design. Additionally, the exhibitions discussed at length
engage with only within the historical narratives of displacement, or in the case of the
MoMA exhibition, the housing shortage caused by recent, large-scale displacement.
These exhibitions don’t encounter currently displaced populations as potential audiences
or as content producers. In the following section I will explore museum initiatives that
work to bridge this divide.

Immigrants, Refugees, and Museum Engagement

The above examples highlight ways in which immigrant and refugee populations
are reflected in exhibition solely from the prospective of curatorial practice, even in non-
traditional exhibitions. However, little research has been completed on what a holistic,
active engagement looks like when these populations are simultaneously positioned as
artists, experts, visitors, and more. Echoing these sentiments, Stein, Garibay, and Wilson
(2008), in their article Engaging Immigrant Audiences in Museums, start by noting that
“much scholarly work has been written on the representation of immigrant culture—in
museums, festivals, and other contexts of cultural display—but far less attention has been
given to immigrant communities as visitors, consumers, or even producers of such
experiences” (p. 180). Taking this into consideration, I am interested in exploring the

notion of refugee and immigrant audiences as content producers and activated museum
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visitors. In order to facilitate these types of programmatic encounters, “museums
wanting to deeply engage with immigrant communities should avoid the tendency to
develop one-time, isolated exhibits or programs aimed at increasing visitation by people
of color; such initiatives do not develop long-term relationships with intended audiences”
(Stein, Garibay, & Wilson, 2008, p. 184). Like Stein, Garibay, and Wilson (2008), I
believe these community-museum relationships must avoid tokenism and simplistic
approaches to engagement and instead require sustained interaction.

The question remains: what do sustained relationships look like between
museums and refugee/immigrant communities? Also, what steps can be taken to engage
new types of community-museum collaborations? These questions are embedded issues
that this dissertation explores by investigating the long-term relationships occurring
within Museum as Sanctuary, both between community and museum but also among
program participants.

Research initiatives have begun within various museums and organizations to
explore how to build long-term meaningful relationships with refugee and immigrant
communities. For example, in Europe, the MeLa Project “focused on the impact of
contemporary migrations of people(s), objects, information and cultures on museums,
and on the identification of innovative policies and practices enhancing the role of these
institutions towards a changing political, social and cultural context” (MeLa Project,
2015). The four-year research period ultimately resulted in twelve overarching ideas,
presented in the MeLa final report (2015); these are listed below:

1. “Museums should acknowledge their potential to construct social values, and

take a clear stand about their political, social and cultural positions” (p.19);
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10.

11.

Representations of identity, memory and belonging should be redefined
through a post-colonial approach” (p. 20);

“Multiple voices—including oppositional and antagonistic ones—should be
integrated into representational practices” (p. 24);

“Migration should not be considered as a prerogative for a ‘type of museum’
but rather as a ‘topic for museums’” (p. 27);

“Museums need to experiment with new communication and exhibition
strategies and tools” (p. 30);

“The design of museum settings and spaces should be conceived as a strategic
element to foster museums’ societal role” (p. 34);

“Museums should re-think acquisition, conservation and archival policies and
practices in the light of enhanced forms and concepts of heritage” (p. 41);
“More inclusive collection and archival practices should be fostered in
response to—and in support of—a revised role of museums as social agents”
(p- 45);

“Museums should embrace the emergence of a contemporary migrating
heritage, and acknowledge new roles and patterns of cultural networking” (p.
47);

“The migration of people, knowledge and disciplines should be fostered to
better address emerging challenges in museums” (p. 49);

“Museums should endorse experimentation with innovative ways of engaging

with wider audiences” (p. 50); and lastly,
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12. “Museums should improve knowledge and awareness about contemporary
audiences” (p. 54).

Of particular importance for this dissertation are the ideas, in this report, of: including
multiple voices (proposition three); experimenting within communication tactics
(proposition five); and innovation when engaging new audiences (proposition eleven).

The MeLa research initiative resulted in a multitude of resources, including but
not limited to journal articles, books, symposiums, and presentations. One such
publication is The Postcolonial Museum (2016), in which the afterword asserts the goal
of a postcolonial museum is to disrupt traditional narratives in order to address that

“objects, histories, cultures, peoples were once wrenched out of their context in order to
be put on display and exhibited” (p. 239) urging that the museums become sites of critical
dialogue. This need to veer away from traditional narratives and histories repositions
colonialism “not as a concluded chapter in global history, but as an intrinsic and indelible
part of the contemporary world” (p. 20), wherein people and cultures are constantly being
forced from homelands into unfamiliar environments.

Anna Chiara Cimoli’s (2014) article From Representation to Participation: The

Voice of the Immigrants in Italian Migration Museums is another product of the MeLa
Project. In this article, she explores how museum professionals and immigrants, or
migrants, “can meet and share thoughts, memories and interpretations, therefore
enriching the complexity of the knowledge built through the museum experience”
(Cimoli, 2014, p. 111). Her suggestions for creating a participatory migration museum
includes “story telling, translation and interpretation based on personal experiences, as

well as in-the field workshops™ (p. 118). Through these points of access, all museums,
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even art museums, can begin to engage new audiences and reflect multiple narratives of
experience.

In recent years, institutions throughout Australia have been dedicated to
immigration and the history of migration broadly. One example is The Immigration
Museum in Melbourne, Australia, an institution that seeks to directly engage with the
cultural diversity inherent within its immediate community where residents “come from
more than 200 countries, speak 260 languages and dialects and follow 135 religious
faiths” (Immigration Museum, 2016). Museums such as this can shift people’s
perceptions and combat racism. Schorch et al. (2015) found that “by discussing and
negotiating pertinent issues in the exhibition with their peers, they deepened their
understanding of racism and belonging and demonstrated the ways in which the
exhibition affected their views on cultural diversity and people that experience racism”
(p. 236).

This is echoed by a recent study in the United States conducted at the Crystal
Bridges Museum of American Art, in which students who visited the museum
“demonstrated stronger critical thinking skills, displayed higher levels of social tolerance,
exhibited greater historical empathy and developed a taste for art museums and cultural
institutions” (Kisida, Greene, & Bowen, 2013). In this context, research focuses on
school age students as an audience and pupil. However, I am interested in what happens
when immigrant and refugee students become producers of knowledge not just as
receivers of information.

Refugee Youth, Programs, and Museum Exhibitions

62



At this juncture, it is important to note that there is lack of knowledge on
immigrant and refugee youth voice in exhibition and program development within
museums. While, as illuminated above, cultural institutions are engaging with adult
immigrant and refugee audiences on multiple levels, few institutions are exploring youth
perspectives. Some museums run programming for refugee youth and have created
exhibitions that are participant directed as a result.

For example, in 2010 the Museum of Photographic Arts in San Diego, California
presented a photography-based exhibition entitled A Different Life: finding our future in
San Diego. Julie Kendig-Lawrence (2010) discusses how the exhibition evolved out of an
education program “...where products of educational programs that examine
contemporary stories against the backdrop of an historical and social landscape would be
given similar treatment and importance as the more traditional museum-curated
exhibition” (p. 132). This youth-driven exhibition provides an opportunity for students
to explores issues important to them as students and refugees, simultaneously engaging
with global issues and more personal experiences. More recently in San Diego at the
Museum of Man, an exhibition called Inter+FACE “uses participatory photography and
community dialogue to explore how race, representation, and identity have been
experienced in both past and present San Diego” (San Diego Museum of Man, 2016).
This exhibition, in partnership with the AjA Project, an out-of-school program working
with immigrant and refugee youth (AjA Project, 2016), continues the conversations
begun at the Museum of Photographic Arts.

These exhibitions where refugee stories are shared are crucial as they “provide a

space in which the culture and heritage that refugees bring is displayed, and a space in
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which it is related to the cultures of the destination community” (Jones, 2010, p. xvii).
Additionally, they present an opportunity to engage museumgoers with varied
perspectives and different cultures, resulting in ways to combat assumptions and
stereotypes surrounding refugees. However, further research into this topic, including
diverse refugee narratives within museums, needs to be done in order to broaden the
focus and to highlight new and innovative ways of incorporating voices of all ages within
programming and exhibitions on a long-term basis.
Educational Engagement with Refugee Audiences in the Classroom and Beyond
When considering how art museums can better serve refugee audiences, it is often
helpful to explore how classroom educators and community-based initiatives are adapting
to better engage this growing population. For example, culling research and reflection
from classroom-based settings can yield insight into what conditions are ideal for
engaging refugee visitors. Necessary to an individual’s success within an academic
setting is comfort within the classroom. To this point, Eleni Oikonomidoy (2010) states,
“a student’s sense of belonging to school (or absence thereof) is cultivated through
reflections on his or her experiences” (Oikonomidoy, 2010, p. 76). This calls attention to
the importance of building welcoming, safe, and inviting spaces for refugee youth in
order to engage students in learning opportunities. Pushing this idea of safe
environments one step further is the importance of refugee students building new
relationships with mentors as a way to be more connected with their new community.
The benefits of these relationships and sustained points of contact include “increasing
confidence, improving career opportunities, reducing risk-taking behaviour and

alleviating isolation” (Weekes et al., 2011, p. 312). Additionally, community-based
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settings can also provide innovative resources and pedagogical tactics for working with
refugees, providing insight into both educational practice and how these programs can
take on activist agendas.

Ruth Smith (2014) in her dissertation “Young Somali Women and Narrative
Participatory Photography: Interrupting Fixed Identities through Dumarka Soomaaliyeed
Voices Unveiled” utilizes community-based art education to examine stereotypes and
redefine Somali refugee identity through narrative development and photography. Smith
researches long-term collaborative programming, including exhibition development, with
refugee women. In reflecting on the exhibition and resulting photograph essays, she
states:

This is not a documentation of a group of people, but a collection of different

perspectives on issues of importance to the women participating such as culture,

community, religion, dress, and vocation. Through the process of participatory
photography, we discussed these issues, told stories, wrote poems and essays, and
took photographs. Our hope is to challenge stereotypes, bridge communities by
increasing understanding of a different aspect of the Somali community, and

address difficult questions through artmaking and this exhibit. (Smith, 2014, p.

157)

Smith’s research uses community-based art education tenets to educate the wider public
on refugee issues while simultaneously encouraging participants to explore their own

identities beyond their refugee status.

Conclusion
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The institutional practices described above complicate and challenge the
boundaries between museums and the communities they serve, illuminating a movement
between things, or a boundary event, exploring “the intervening area between inside and
outside and a realm where both the interior and the exterior merge” (Minh-ha, 2011, p.
72). Through these endeavors, exhibitions and programming can combat stereotypes,
build relationships, nurture confidence, and inspire action. More specifically, through
critical engagement, education, curation, and interpretation, half-truths can be corrected
and single points of view can be complicated, wherein one can begin to chip away at “the
quasi-neurotic state of self-inducing fear, [where] every immigrant or voyager of color is
a potential terrorist” (Minh-ha, 2011, p. 5).

In the next chapter, a methodological exploration, I will expand on this idea of
malleable boundaries through longitudinal explorations, mingling of narratives, and a

performative multivocal research practice.
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CHAPTER 3.0
REFLECTIONS ON THE STUDY DESIGN: AN INVESTIGATION ON

RELATIONSHIPS, CONTENT AND THE OVER ALL AESTHETIC™

In this chapter, I will discuss research methods and study design, which
investigates the multivocal narratives that emerge during the program Museum as
Sanctuary (MaS). In the following sections, I first introduce the idea of performative
multivocal research practice that is rooted in the ebb and flow of collaboration, and
informs the overarching study design including data collection and analysis. After
reviewing the research questions, I present the methodological framework, which is a

blending of narrative inquiry and decolonizing theory.

A Performative Multivocal Research Practice

Museum as Sanctuary is first and foremost a community-museum program; thus,
the research practice and study design were structured by the existing relationships and
program design. Within this context, a performative multivocality seeks to explore
pluralistic voices within narrative data where museums become

Scattered. Changed. (Rami, 2015)"

11 The phrase “content and the over all aesthetic” is pulled from my field notes from
March 31, 2015 where I had been struggling with the balance of process and product
within the scope of edu-curated community-based exhibitions. This is a direct quote from
the data (Chapter 4.1) and is signaled in Arial in order to distinguish within this
dissertation.

'2 These words are excerpted from participant Rami’s object description for one of his
self-portraits entitled The Dark Diamond, included in the 2015 Museum as Sanctuary
exhibition. The full text for this description can be found in chapter 4.1.
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As a result, museums are reimagined sites of experience and learning. Key to
understanding this idea of performance and multivocality as a research practice are the
methodological reflections of Norman Denzin (2003) and Julie Choi (2016). Denzin
defines performance as a critical pedagogy where “Performance becomes public
pedagogy when it uses the aesthetic, the performative, to foreground the intersection of
politics, institutional sites, and embodied experience” (2003, p. 9). My study utilizes this
idea in order to explore narratives from refugee participants, collaborating organizations,
and art museum educators at points of intersection and tension. In conversation with this
are the ideas of Choi, where multivocality defines an individual “...who holds and carries
out several different roles simultaneously in their daily life. We are all shifting in and out
of, entangled in, and influenced by our many voices” (2016, p. 7). Multivocality thus
speaks to the complexity and multiplicities contained within all individuals and the
narratives that they communicate. As such, this dissertation exists as a ... performance
of co-constructed meaning-making in opposition to the lone expert” (Moreira & Diversi,
2014, p. 299) within art museums."> To clarify how this plays out in this study, in
chapters 4.0, 4.1, and 4.2, I present participant-constructed narratives in the form of in-
gallery activities, exhibition texts, and educator reflections. In chapters 5.0, 5.1A, 5.1B,
5.2,5.3,5.4, and 5.5 1 present researcher-constructed narratives drawn from participant
narratives. Through this layered process, chapters 4 and 5 together illustrate how
multivocality is created reflecting the performativity occurring within the museum space.

A Collaborative Longitudinal Study

13 To clarify, within this study, [ am exploring the idea of performance as a component of
research rather than an artistic practice or movement.
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This research study investigates a long-term community-museum engagement in
an art museum, a topic that is generally under-explored—especially in regards to
longevity of relationships. Sabeti (2015) and Everette and Barrett (2011) have noted the
uniqueness of researching frequent and regular museum visitors, and explored how
nuanced relationships between institution, object, and visitor develop over time with
sustained engagement. This longitudinal study includes multiple visits over two years,
with the relationships between participants and the art museum lasting beyond the

timeframe of this study.

Research Questions
In this study I address the primary research question:
* How can we as art museum educators, or edu-curators, create spaces that provoke,
and engage with, narratives between communities and museums?
In exploring and addressing this main question, I also engage with the following sub-
questions:
*  What multivocal narratives are revealed when refugee populations and edu-
curators actively engage in and collaborate on museum programming?

* How do these narratives change over time?

Forms and Methods of Data Collected
I collected the data for this study over a two-year period (Summer 2013-Summer
2015); the study period is bookended by museum exhibitions of refugee artwork created

in the collaborative program. Data on the exhibitions is in the form of exhibition texts
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and photographic documentation of curatorial design. In addition to this, data from 28
regular program sessions was collected—this included ten visits to the galleries.
A Note on the Program and Participants

When this research study began, I had already embodied the role of educator and
volunteer working with many of the participant-artists and support staff/volunteers from
both the art museum and collaborating organization for over two years. As a result,
embracing the role of researcher was difficult for me but generally welcomed by all who
were willing to support the study. All MaS program participants were informed about my
research study. With each new addition to the group, I explained how during this
program I would be collecting information in order to understand how art museums,
community organizations, and refugees are collaborating together and what stories these
types of programs create. Within this study, 15 participant-artists who regularly attended
the program during the two-year period of data collection and myself (an art museum
educator) make up the research participants.

In following with the requirements for conducting research at the University of
Arizona, I submitted this research study to the Institutional Review Board (IRB) where it
was deemed exempt. All study participants consented to the research verbally and were
made aware that they were not required to participate in the study. Additionally, together
we agreed that as a researcher I would not interfere with their art-making activities or
gallery explorations, and the data collected would only be culled from naturally-occurring
exchanges within the art museum. Programs and activities that were already components

of MasS drove the study design; these programmatic happenings, such as gallery activities
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and exhibition texts, became the primary sources of data and informed how research was
conducted.
Context and Location of the Study

The setting, programmatic structure or plot, and characters comprising this study
are fundamental entities that informed the study design and types of data collected.

Setting. TMA; Summer 2013 - Summer 2015

Plot. Exploring the programmatic happenings of a community-museum
collaboration, working with refugee affected by torture, trauma, and traumatic
dislocation, which includes exhibitions and in-gallery learning.

Characters. Participant-artists (refugee youth and adults), volunteers, museum
educators, and staff from the collaborating organization.
Given these existing structures and individuals, and to honor the programmatic
happenings of MasS, 1 collected the following data:

e Audio recordings of 28 individual sessions, between 2 and 4 hours each in length.

e Educator reflections and field notes taken after each recorded session; totaling 28
entries.

e Written products (46) created from in-gallery activities completed during seven
unique gallery visits, created by approximately 30 individuals, including
participant-artists and support staff/volunteers from the collaborating
organization.

e Exhibition design and object labels and biographies written by participant-artists;
15 artists who exhibited works in both the 2013 and 2015 exhibitions are

highlighted.
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This process of gathering data reflects my interest in dialogical experiences and an
attempt to capture natural relationships occurring within the art museum in MasS.
Significance of an Art Museum. The importance of the art museum as a
sanctuary or safe space for refugee audiences was perhaps best illustrated while I was
working with a group of indigenous Congolese women who visited the TMA in spring of
2017. We were walking through the galleries, sketching, and communicating through a
translator and we came across an exhibition of portraits of Native Americans. The
women were in awe by the fact that an entire exhibition was displaying images of
indigenous people, like them. The translator turned to me to tell me that the woman were
talking about the museum as a safe space because indigenous peoples were included on
the walls of the museum. Representation matters, narratives of difference are crucial in
order to position art museums as welcoming spaces, and works of art have the potential to
build connections if we let them. With this in mind, objects on view in galleries and in
exhibitions can elicit uniquely individual responses from museum users if we as edu-
curators provide space and opportunities for exploration and open-ended conversations.
Patricia Lannes (2013) speaks to this idea when considering engaging immigrant
audiences by reflecting that
While the museum’s exhibits might be, in a narrow sense, collections of
culturally-specific objects, this need not prevent them from having universal
appeal. These objects can have broad appeal (despite their cultural-specificity) if
we recognize that they address issues and emotions that are universally shared.

(Lannes, 2013)
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Art museums are unique spaces for building intercultural connections because works of
art are emotive and subjective as opposed to institutions dedicated to history, science, and
other empirical disciplines.
Data Triangulation

Despite the range of data collected, I limited the primary modes of data presented
in this dissertation to focus on the gallery-based interventions. In order to gain insights
into how the museum can be understood as a decolonized pedagogical site investigated
through narrative inquiry, I use other data for triangulated analysis, specifically:
* Exhibition content and wall labels (individual) collected from two exhibitions,
one marks the beginning of the study in 2013 and the second in 2015 concludes
the study.
* Collaborative gallery activities collected over the course of the study.
* Field notes or documentation of my own reflections as an art museum educator
on 28 two-hour sessions.
Methodological reflections from Shamser Sinha and Les Black (2014), Marcelo Diversi
and Claudio Moreira (2009, 2012, 2013, 2014, and 2016), and Alecia Y. Jackson and
Lisa A. Mazzei (2009 and 2012), all of whom urge researchers to consider issues of voice
and hierarchy while engaging in qualitative studies, were essential to constructing this
study.
Reflections on the Study Design

I designed this study to honor existing programmatic structures of MasS in order to
avoid distracting, directly questioning, and causing discomfort for refugee participants.

Sinha and Black’s (2014) comments on working with young adult migrants are
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foundational in my consideration of how to design studies that collaborate with
immigrant and refugee participants:
We did not want our study of the experience of young adult migrants to be
conducted under conditions redolent of the criminal justice system or the
immigration service. This is because we did not want to reflect the forms of
coercive scrutiny that participants had already experienced from the state.
Instead, we wanted to widen the parameters of exchange beyond those predicted
on surveillance and suspicion, to encourage exchange and dialogue. (Sinha &
Black, 2014, p. 474)
In an early study design, I had originally planned on scheduling interviews with
participants, however, many assented to the research study with the caveat that they did
not want to be interrupted during their art-making experiences thus, I dropped interviews
from the research plan. Again, Sinha and Black (2014) help to support this revision to
my initial study design where they “argue for a form of research that shifts the ordering
of researcher dialogue, where participants are involved in deciding what/how methods are
to be used to address research objectives” (p. 478). By embracing a more dialogical
method of research, my study design was informed by what kind of information
participants felt comfortable sharing and what types of exchanges they wanted to
encounter.
While I attempted to create a research scenario that privileged a preexisting
program design, all educational environments contain some level of hierarchies. To this
point, Diversi and Moreira (2013) reflect on how education echoes regularly-occurring

power dynamics by asserting that, “Any educational setting is part of the real world. The
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same power relations shaping and informing the real world are present in the classroom”
(p. 496). Thus, even under the most intentional of research studies and programmatic
endeavors that seek to challenge hierarchies, power relations cannot be completely

eradicated.

Narrative Inquiry: Multivocal Composite Narratives

Within this study, narrative inquiry (Clandinin, 2006; Clandinin & Connelly,
2000; and Clandinin, Caine, Lessard, & Huber, 2016) explores the content and themes
that emerge through dialogue and programmatic occurrences. These practices within the
museum seek to critically investigate the ways narratives are shaped and disseminated
within educational programming. Here, I have embraced a critical narrative inquiry,
which focuses “on difference, multiplicity, and lived experience in the moments of
becoming...[where] unique characteristics of storytelling [are] being a resistant force that
contests extant hegemonies in organizations and gives space to multiple voices in the
configuration of the organization” (Jergensen & Largacha-Martinez, 2014, p. 2). These
critical modes of exploration within narrative inquiry must be multivoiced (Jergensen,
Klee & Canal, 2014), in order to broaden the expected linear structure of narrative. As
such, in this dissertation, 16 participant voices (15 refugees and 1 museum educator)
mingle, coalesce, and complicate the stories the objects of the museum convey to its
attendant audiences: in other words, museum narratives. In this way, I utilize narrative
inquiry to understand, investigate, and interrogate experiences occurring within and

connected to educational programming in art museums.
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Clandinin, Caine, Lessard, and Huber (2016) see narrative inquiry as an
opportunity to “linger in the complex layers of intertwined and interwoven
stories...where we can engage in the inquiries that will help us understand the lives of
people and the worlds they and we live within” (p. 20). Through this research
methodology, I am able to explore the complex inner workings of museums as
educational spaces where users (in this case participant-artists) are positioning themselves
as experts making connections between learning, works of art, the process of creating,
and their own experiences. Within these narrative exchanges, the conversations and
stories that are shared in the museum go beyond the institution as the sole topic of
conversation.

By exploring the narratives that emerge within museum programming from both
visitors (participant-artists) and museum professionals (researcher), we position the
museum as a dialogical site where “education is not just about museums teaching
visitors; it is about visitors using museums in ways that are personally significant to
them” (Roberts, 1997, p. 132). Employing narrative inquiry within my study draws
attention to the ways in which “viewers bring their personal identities into play with the
institution's dominant ideologies” (Garoian, 2001, p. 236). Thus, the relationships and
dynamics between research participants, in this case refugee participant-artists and
myself as researcher-educator, are key to unlocking the data. This echoes the ideas of
Park, Caine, McConnell and Minaker (2016), where “relationships are fundamental to
narrative inquiry, as they shape the way participants and researchers negotiate the inquiry
process...” (para. 2), making space for a malleable research process. As such, I designed

a study and collected data where narrative becomes a fluid, dynamic, and an ever-
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changing entity. De Fina and Georgakopoulou (2008), when discussing narrative
research, define this method as social practice, imagining “narrative structures as
dynamic and evolving” (p. 383), “narrative as part of social practices inevitably lead to
pluralized and fragmented notions” (p. 383), and lastly within narrative practice “people
participate in multiple, overlapping and intersecting communities” (p. 383). By
acknowledging these relationships and creating spaces for them to collide and interact,
the museum becomes a site of multiple and varied perspectives.

Narrative inquiry makes room for pluralistic interpretations to materialize where
no single narrative or experience is privileged over another. For this reason, conflicts
may arise, yet disagreement between participants and program facilitators and among
participants themselves is not seen as detrimental but rather productive to supporting the
development of different interpretations within the art museum. According to Lynn
Butler-Kisber (2010), “narrative inquirers do not shy away from tensions that occur in
their work. Instead, they always honor the personal and local and participate in the
continuous stream of experience using the natural structure of narrative for co-
constructing understanding” (Butler-Kisber, 2010, p. 66). By respecting the varied
narratives that develop within Museum as Sanctuary, the museum becomes a more
inclusive institution. Susan Chase (2005) has also echoed this notion of a productive
tension, which fractures singular and dominant narratives in favor of multiplicity. In
Chase’s (2005) view, narrative inquiry can explore “how to create public spaces in our
local communities where the personal narratives and collective stories of marginalized
people can be heard by—and can jolt out of their complacency—those who occupy more

powerful subject positions and social locations” (p. 671). With these ideas presented by

77



Butler-Kisber (2010) and Chase (2005), I see museum-based learning through a narrative
lens that supports the development of multiple perspectives in the research process and,
by extension, in art museum education.

Narrative Analysis and Interpretation

Like Elizabeth Adams St. Pierre (1997), I struggled with the qualitative process
and the act of making meaning out of my data. Engulfed in the different stories from
various participants, I found it almost impossible to disconnect from the individual in
order to discover parallels and common threads woven through each data source.
Ultimately, I realized that “I had to find a different strategy for sense-making” (St. Pierre,
1997, p. 178), one that could fragment and isolate sections from whole narratives to make
something completely new. For this reason, within this narrative approach I have sought
out multiplicities, small moments of reflection, rather than an overarching, monolithic
programmatic narrative. This research strategy is supported by Jackson and Mazzei
(2009), who urge researchers to consider voice not as a singular truth or authentic
assertion but rather as multiple ways of knowing and constructing understandings where
the data exists as a way to “entangle ourselves in the layers of voices present” (p. 3). In
this vein, we learn to embrace “an elsewhere-within-here” (Minh-ha, 2011, p. 28) both
within research practices and museum education.

These multiplicities were only possible through an analysis, and subsequent
interpretation, that utilized creative strategies, such as poetry, to draw conclusions.
Gillian Byrne (2017) reflects on the use of poetic prose to effectively disconnect and re-
assemble narrative data, a similar strategy I utilized within my own coding and

subsequent analysis and interpretation. Themes emerged from my own narrative data
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through a process of collaging, where I cut out ideas that were present in multiple texts.
These are presented in chapters 5.1 and 5.2. Such ideas included colors, materials, ‘I am’
statements, locations of birth, and other descriptions about artworks created or
experienced. Afterwards, [ began to lay these seemingly disconnected phrases on pieces
of paper and grouped and regrouped words until they resembled a sentence (see Figure
3).

Within this process, I echoed Bryne’s (2017) sentiments whereby “in turning to
poetry I was seeking an alternative way in which to present the data to that of using
disembodied extracts of data that could only ever be a partial representation of the
participants’ experience and the research process” (p. 43). This technique made my voice
and presence within the research obvious since “Poetry is personal and the author’s
influence is explicit rather than hidden” (Byrne, 2017, p. 44). Thus, this presentation of a
multivocal art museum is not without curation as these narratives are mediated by my

own positionality as researcher and art museum educator.
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I am scared.

I am in a hurry

I’m raising my hand

[’m answering a question

[ am picEing apples mew

I am watching a boat going o/ the heach

I am going to my house

I’m at home.

I’m mad about art,

I’m not scared of anything.

00 (S

Figure 3. | am statements from 2015 exhibition.

| am § gt s
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Decolonizing Theory: Decolonized Methods and Performative Texts
By extending narrative inquiry to include a variety of lived experiences

communicated by refugee participant-artists, I have sought to decolonize my research
strategies inspired by the practices of Diversi and Moreira (2009, 2012, 2013, 2014).
These theorists and practitioners are crucial to understand this study in that their
collaborative efforts disrupt siloed and singular modes of inquiry; seek to investigate with
audiences rather than about them; and acknowledge the position of authority and power
that the researcher embodies. Within my own study, despite my best attempts to level
hierarchies within museums and equitably share stories, I still contain undeniable
authority in multiple contexts—that of an American citizen, a white woman, and museum
employee. Thus, my attempts to decolonize the art museum and research was an
intentional and critical undertaking whereby the “act of creating narrative space...[was] a
constant site of struggle against oppressive forces of colonization” (Diversi & Moreira,
2009, p. 207). With this in mind, decolonizing methods are intentional actions where
expected, traditional, and limiting practices are destabilized in order to open spaces up to
different ways of knowing and shifting focus from monocultural, homogenous narratives
to multivocal ones. Perhaps even more importantly within this study is the use of
decolonizing theory within research is significant when considering the population I work
with—refugees—a population only made possible through the act of colonization. These
deliberate acts of creating decolonized narratives spaces within art museums opens the
institution to multilingual complexities and varied utterances from audiences that are

often ignored.
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Sites of pedagogical exchanges, such as classrooms and, by extension, art
museums, can be spaces of decolonized learning. To this point, Marcelo Diversi and
Claudio Moreira (2013) assert that, “The classroom can be a place where these
preconceived ‘truths’ can be examined, challenged, and transformed” (Diversi &
Moreira, 2013, p. 471). It is within these environments “that we attempt to create and
show possibilities of hope, of as many versions of a decolonizing utopia as we know”
(Diversi & Moreira, 2013, p. 472).

Embracing the multiplicities of decolonized inquiry required an equally complex,
fragmented, and active mode of analyzing, interpreting, and presenting texts. For this
reason, | have used performative texts, such as the collaged poems, as a method of
analyzing the data and as a way to continue to position narratives as dialogical,
complicated, and multivoiced (see Figure 4). This method allowed me to embody action
and dialogue within my research as well as the analysis and interpretation of the data.
Thus, there are undeniable parallels between the actions: to decolonize and to perform.
To this end, Diversi and Moreira (2012) claim that, “theories of decolonization are indeed
performative, and so are our collective messy stories.” (p. 194). Similarly, Norman
Denzin (2003) sees the performative as an activated space of potential where,
“Pedagogically, and ideologically, the performative becomes an act of doing (Giroux
2000, p.135), a dialogic way of being in the world, a way of grounding performances in

the concrete situations of the present” (Denzin, 2003, p. 239).
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a colored paintbrush.

I put red and blue in the sky. ~ Black #1d white is me.

I put colors together that looked good

I began to stitch my own clothes. [ don’t like this picture - 4o this artwork by myself

The purple bear is running to eat the cat.

I felt happier when I mad

This represents the rebellion against light colors.

is t
Black is corrupted, light colors Rebelling, dark colors.

I'wanted light to show through, white is peace and happiness.

When I drew it I felt free.  art is good for me.

I could cut up a Woman’s abaya and makeit;nr'(i)idriesses

fhis work is about my family, me, and our journey

The colors are deep and mean something to me- \‘ N

the middle where the nose is marks where the good parts of the future start.
It represents a memory that lingers

It makes me feel like the earth is on fire.

I used colors I thought looked good together.

Figure 4. Collaged researcher constructed narratives: all the colors, process + product.

e this PICtUre. [ anted it to be sparkly. dark and kind of messy.
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Multivocal Research in Art Museum Education

In art museums, multivocal research often focuses on the ways in which visitor
expertise can be incorporated into the institution. For example, Jennifer Wild
Czajkowski and Shiralee Hudson Hill (2008), reflect that museum educators can

create a new location from which to articulate visitors’ points of view and to

accommodate a multiplicity of voices. It also helps us champion new models of

museum organizational structures; models that help flatten the hierarchy to make
room for new perspectives—including the visitors—as the senior management

and strategic planning levels. (p. 260-261)

Czajkowski and Hill (2008) set the stage for the multivocal art museum where
institutional narratives are expanded and multiplied to include visitor voice. Despite this
apt reflection, I still wonder how educators and art museums might begin to incorporate
narratives of users who are not traditional museumgoers who visit during leisure time, but
rather who visit during more structured programming. This type of questioning and the
lack of research investigating the narratives of diverse populations within art museums
are an impetus behind my own study.

In this chapter, I have explained the study design and methodological lens upon
which I have structured my research: Within the scope of narrative inquiry, I incorporate
decolonizing methods and performative texts to build a multivoiced longitudinal study.
In the following chapters, 4.0, 4.1, 4.2, 5.0, 5.1A, 5.1B, 5.2, 5.3, 5.4 and 5.5, I put these
methods into practice in my presentation of the data, followed by my analysis and
interpretation of it. However, before moving forward I must warn you that, “if you are

looking for a complete story, you are not going to find it here. If your ‘trained mind’ is
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looking for the whole thing, it is not here either” (Moreira, 2011, p. 586). Instead what
follows are excerpts, narrative moments, and multivocal encounters that blend and
complicate voices and identities in a curated performance on pedagogy and exhibitions

within a single museum-community program.
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CHAPTER 4.0

PRESENTATION OF DATA

Sharing with Strangers

As mentioned in chapter 3, the narratives presented in the following section
(chapters 4.0 -4.2) are what I refer to as participant-constructed narratives; these are
distinct from the researcher-constructed narratives presented in chapters 5.0-5.5. I have
collected the voices presented here from: wall texts written by participant-artists for two
exhibitions; gallery activities collaboratively written by participant-artists and support
staff/volunteers from the collaborating organization; and reflections from myself: the art
museum educator facilitating this program. For each exhibition, I instructed participants
to describe their artwork and write an artist statement/biography that they would be
comfortable sharing with a stranger (or an unfamiliar museum visitor). Additionally, my
journal entries, written immediately after each session, shine a light on my role,
apprehensions, frustrations, and excitements simultaneously as researcher and art
museum educator.

The data presented from here on come from three main sources:

e Exhibition Texts

Descriptions for the two Museum as Sanctuary exhibitions written by participants;

these texts share biographical information, highlight personality traits such as

hobbies and likes or dislikes, and often give context to artists works by explaining

their process and creative choices.

¢ Field Notes
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Each night after Museum as Sanctuary 1 would reflect on the session’s
happenings; within these field notes I continuously struggle with a balance of
institutional structure and my own desire to heed control to participant-directed
and participant-centered experiences.

Gallery Activities

These are collective interpretations of artworks on view, in the form of
collaboratively written interpretations by the participants of artworks on view in
the museum. Gathered over seven iterations of two activities, namely the
Exquisite Corpse activity, and the Voices activity, these interpretive labels
highlight that the ways people and groups experience these objects are varied.
When given freedom to explore and reflect within the museum space, participants
dive right in and are not impeded (or limited) by what other say or a singular

linear narrative about the artwork.

Each of these data sources are distinct artifacts, however within this chapter I have

blended rather than isolated them, in order to more closely echo structures of art museum

programming where these experiences occur sometimes concurrently and to avoid

privileging any one voice over another.

Within the following sections of chapter 4 my own reflections in my field notes

are placed in context with participant-artist generated texts thus the resulting presentation

of data investigates exhibitions as research (chapter 4.1), and in-gallery learning as

research (chapter 4.2). In other words, by presenting this data in this format, I draw focus

on two components of art museum practices: exhibitions and in-gallery learning.

In chapter 4.1, I explore the idea of exhibition as research where object labels are

87



the primary sources of data. This section includes texts developed for two exhibitions in

2013 and 2015; these were created by 15 participant-artists who were consistent

participants in Museum as Sanctuary over the two-year research period. Below, Table 1

outlines each artist and the titles of their works, artworks and object labels, included in

both exhibitions:

Artists

Mas$ 2013

MasS 2015

Esme, Democratic Republic
of Congo, b. 2002

Artist Biography, Mythical
Creature, Owl & Panther
Story

Self-Portrait (1), Artist
Biography

Kumar, Nepal, b. 2003

Artist Biography, Desert
Landscape, Mythical
Creature, Owl & Panther
Story

Self-Portraits (3), Mixed
Media Timeline

Lucas, Chile, b. 1949

Artist Biography

Mixed Media Sculpture

Luis, United States, b. 2000

Artist Biography, Self-
Portrait, Owl & Panther
Story

Self-Portrait (1), Artist
Biography

Mahmoud, Iraq, b. 2002

Artist Biography, Self-
Portrait, Desert Landscape,
Mpythical Creature, Owl &
Panther Story

Self-Portrait (1), Artist
Biography

Malik, Iraq, b. 2001

Artist Biography, Mythical
Creature, Owl & Panther
Story

Self-Portraits (3), Artist
Biography

Meki, Ethiopia, b. 1999

Artist Biography, Self-
Portrait, Desert Landscape,
Owl & Panther Story

Self-Portraits (2), Artist
Biography

Munir, Iraq, b. 2005

Artist Biography, Self-
Portrait, Desert Landscape,
Mpythical Creature, Owl &
Panther Story

Self-Portraits (2)

Nura, Iraq, b. 1966

Artist Biography, Self-
Portrait, Desert Landscape,
Owl & Panther Story

Sewing Installation
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Paula, Guatemala, b. 1973

Artist Biography, Self-
Portrait, Owl & Panther
Story

Self-Portrait (1), Artist
Biography

Rami, Iraq, b.1998

Artist Biography, Self-
Portrait, Desert Landscape,
Mpythical Creature, Owl &
Panther Story

Self-Portraits (3), Artist
Biography, Mixed Media
Timeline

Samara, Democratic
Republic of Congo, b. 2004

Artist Biography, Self-
Portrait, Desert Landscape,
Mpythical Creature, Owl &
Panther Story

Self-Portrait (1), Artist
Biography

Sonali, Nepal, b. 2006

Owl & Panther Story

Self-Portraits (4), Mixed
Media Timeline

Tanka, Bhutan, b. 1956

Artist Biography, Self-
Portrait, Desert Landscape,
Owl & Panther Story

Self-Portraits (2), Mixed
Media Timeline

Zahra, Iraq, b. 1998

Artist Biography, Self-
Portrait, Desert Landscape,
Owl & Panther Story

Self-Portrait (1), Artist
Biography

Table 1: Works of art, and their corresponding artists, included in MaS Exhibitions in 2013 and

2015.

In chapter 4.2, in-gallery learning and collaborative interpretations are the primary

sources of data, though these are also interspersed with my reflective field notes. The

authors of these texts are unidentified as they include over 30 participant-artists who

attended Museum as Sanctuary between October 2013 and April 2015 and were created

in collaboration, therefore there is no singular voice permeating these interpretations.'*

The written texts that comprise the bulk of this section were developed during two in-

gallery activities, Exquisite Corpse and Voices, implemented seven times over the two-

year research period. These in-gallery activities were as follows:

14 For a description about this data source see chapter 3 subsection entitled:
Understanding context and location of the study.




Exquisite Corpse: January 28, 2014, resulting in six interpretations developed by
six groups; this was the first time the Exquisite Corpse activity was conducted.
Two of these interpretations were installed in the museum’s Western Art galleries
(permanent collection) as alternative labels.

Exquisite Corpse: March 11, 2014, resulting in six interpretations developed by
eight groups; two interpretations were lost during the March 11" in-gallery
activity.

Exquisite Corpse: March 25, 2014, resulting in six interpretations developed by
six groups. During this iteration of the gallery activity three separate exhibition
spaces were utilized where in the past we all remained contained within the same
exhibition.

Voices activity: September 9, 2014, seven groups explored one exhibition where
each group created three interpretations of the work they selected; a total of 21
interpretations were created.

Voices activity: October 14, 2014, seven groups explored one exhibition where
each group created up to three interpretations of the work they selected; a total of
19 interpretations were created since not all groups completed all three prompts.
Exquisite Corpse: November 18, 2014, resulting in six interpretations developed
by six groups; during this interaction of the gallery activity three separate
exhibition spaces

Exquisite Corpse: February 24, 2015, resulting in seven interpretations developed

by seven groups. During this iteration of the gallery activity one exhibition space
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was utilized. After the interpretations were revised and formatted all descriptions

were added as alternative labels to the temporary exhibition on horses.
The Exquisite Corpse (see Appendix 1) and Voices (see Appendix 2) activities are two
examples of collaborative writing gallery engagements that encourage deep exploration
with objects on view in the museum while experimenting with the way visitors move
through exhibitions. Instructions for the Exquisite Corpse activity encouraged
participant-artists to write their observations then fold the paper to hide their sentence,
repeat their last word only leaving it for the next group to add to, and rotate to next work.
The objective for the Voices was to explore points of view in relation to works of art,
encouraging participant-artists to use descriptive language, dialogue, and first person

narrative within their writing about artwork.
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CHAPTER 4.1

PRESENTATION OF DATA: EXHIBITIONS AS RESEARCH

In this section I introduce 15 artists featured in both MaS exhibitions (2013 and
2015) and who are continuous voices within the two-year data collection period, thus
helping to document shifts and growth in the community-museum program Museum as
Sanctuary. These artists come from Bhutan, Chile, Democratic Republic of Congo,
Ethiopia, Guatemala, Iraq, and Nepal and vary greatly in age, the youngest born in 2005
and the oldest born in 1949. Additionally, these artists have been living in the United
States for a variety of lengths of time; one is a first generation American while most
arrived as refugees between the 1970s and until as recently as 2012. They are:"

Esme, Democratic Republic of Congo, b. 2002
Kumar, Nepal, b. 2003

Lucas, Chile, b. 1949

Luis, United States, b. 2000

Meki, Ethiopia, b. 1999

Mahmoud, Iraq, b. 2002

Malik, Iraq, b. 2001

Munir, Iraq, b. 2005

Nura, Iraq, b. 1966

Paula, Guatemala, b. 1973

Rami, Iraq, b.1998

Samara, Democratic Republic of Congo, b. 2004
Sonali, Nepal, b. 2006

Tanka, Bhutan, b. 1956

Zahra, Iraq, b. 1998

Below, the participants’ written texts appear sans serif (Arial) in order to call attention to

these words. First I present participant-artist exhibition texts from 2013. This is followed

' For a complete listing of participant-artists’ names and objects including in both
exhibitions see Table 1 in chapter 4.0.
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by Interludes: my own reflections from program meetings that transpired between the two
exhibitions (2013-2015), including a focus on the idea of creating exhibitions and
developing content (artworks and written descriptions). Then, I present participant-artists

texts created in 2015.

Museum as Sanctuary: Giving Voice to Tucson’s Refugees
July 3 - September 15, 2013

In 2013 MasS collaboratively created its first exhibition (see Figure 5). This was
the TMA’s Education Department’s and the entire Museum’s initial attempt at
community-based exhibition. The majority of curatorial texts were written solely from
the facilitators’ perspective, including TMA educators and program staff from OP, while
leaving out the voice of participants in introductory labels and section texts. However,
participant voice was included through object labels. These labels were created using a
worksheet (see Appendix 3) designed to capture standard information for tombstone
labels as well as extended descriptions if participant-artists wished to include additional
interpretation. This exhibition included over 220 individual objects (see Table 2) by MaS

artists and community members.

2013 Museum as Sanctuary Exhibition Details
Text and Descriptions in Exhibition
Artist Biographies 31
Introductory Texts 1
Section Texts 6
Object Labels 71
Objects in Exhibition
Self-Portraits 22 works
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Nature Patterns 84 works
Desert Landscapes 45 works
Mpythical Creatures 16 objects
Owl & Panther Story 26 works
Photographic Portraits 28 works

Table 2: 2013 Museum as Sanctuary Exhibition Details

The exhibition featured 31 artists from nine different countries: Bhutan, Chile,
Congo, Ethiopia, Guatemala, Iraq, Nepal, Somalia, and Zimbabwe. They created
artworks during the first three-years of Museum as Sanctuary. These works explored
themes such as: community, identity, culture, and place and were installed in the lower
galleries of the Museum. It included 28 photographic portraits (taken by MaS teenage
participants), 26 painted panels illustrating a Cherokee creation story from which Owl &
Panther gets its name, 22 painted self-portraits, 45 landscape paintings which were hung
as a tiled installation, 84 6-inch x 6-inch black ink drawings, hung on 19 strings,
exploring the idea of place, and 16 papier-maché mythical creatures. This exhibition
illuminates that the museum can position itself as a forum that encourages visitors to
make connections between their own lived experiences and knowledge and works of art

on view in museums.
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Figure 5. Installation view of 2013 Museum as Sanctuary exhibition.

Artist Biographies

The biographies included below accompanied photographic portraits that hung in
the first iteration of Museum as Sanctuary. Each participant-artist created their own
biographical note in order to introduce themselves to visitors to the exhibition, and
participants were given freedom to include whatever details they wanted someone
looking at their artwork to know. However, it was suggested that these be at least three
sentences long. Additionally, participants were asked to list their year of birth and where
they were born to echo artist details standard in labels often found in art museum
exhibitions. Generally, in these biographies participant-artists included where they were
born, when they moved to the United States, details about their families, and reflected on

things they liked or disliked.
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Esme
Congo, (b. 2002)

| am pretty and nice to other people. | am from Congo. | was eight-years-
old when we flew in an airplane to Tucson. | was nine-years-old when |
first went to school here in second grade and then they put me in third
grade. | like the United States. It is fun.

Kumar
Bhutan/Nepal, (b. 2003)

| am a painter and | like hats and sculptures. | go to primary school and
visit the Owl & Panther each week.

Lucas
Chile, (b. 1949)

| was born in Chuquicamate, a mining town in the Atacama Desert. |
came to the United States in May 1976 as a political exile. Tucson has
been my home ever since. | became a member of Amnesty International. |
am married and have a family, graduated from the University of Arizona,
worked as an adult education teacher. | am committed to supporting
human rights.

Luis
United States, (b. 2000)

| am thirteen-years-old and am in seventh grade. My favorite subject is
math because it is easy. | like to ride my bike and play games. | have
worked with wire and 3D sculpture. My mother is a refugee from
Guatemala and | am a long-term member of Owl & Panther. | have too
many friends to have a best friend.

Mahmoud
Iraq, (b. 2002)

| am ten-and-a half years old. | was born in Baghdad, Iraq. | don’t
remember Iraq because the war happened. My mom and my brother
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moved to Lebanon where my dad was. When we left Iraq, my grandfather
got killed. We came from Lebanon to the U.S.A. in 2009.

Malik
Iraq, (b. 2001)

| am an artist from Irag and | am twelve-years-old. I've been in Tucson for
three-and-a-half years. | really worked hard on this stuff and a few of my
paintings are inspired by other artists. The Red Doggy is about my own
life. | worked really hard on all my work. | hope you enjoy my artwork.
Thank you Owl & Panther for inspiring me.

Meki
Ethiopia, (b. 1999)

| come from Ethiopia. In Ethiopia, | lived thirteen years. In Ethiopia, eight
years | played. In Ethiopia, | learned what to draw. When | was in fourth
grade | always was drawing people’s faces. My math teacher, he told me
how to make the faces more real. He told me to bring to him anything |
drew, he would help me to make real. When | was in seventh grade, my
art teacher showed me how to draw the whole body. He taught me how to
use color and my mom always told me | am a good artist, and that made
me want to get better and better.

Munir
Iraq, (b. 2005)

| am from Iraqg. | have been in Tucson for four years. | will be in second
grade next fall. | like to play soccer and sometimes | like to play kickball.
And sometimes | like to play tag.

Nura
Iraq, (b. 1966)

| was born in Baghdad. | had a happy childhood. | had six brothers and

three sisters. My father died when | was thirteen. | was married when |
was twenty and | have three children. When | was married, | had happy
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life — after the war started (2003), my life changed. | had to move to Syria,
but my husband stayed in Iraq to look for his brother who had
disappeared. Then my husband disappeared also. | went back to visit my
family in Baghdad and some people beat me — | went back to Syria and |
waited for the United Nations to place me. | came to the United States in
2010 with my son.

Paula
Guatemala, (b. 1973)

| am a refugee from Guatemala. | have lived in the U.S. since 1985. |
came to the U.S. because my family was being persecuted by the
Guatemalan army. We endured torture. The Sanctuary Movement gave
me a chance to live by helping me come to the U.S. | am married to Luis
and have a child, Luis Pablo.

Rami
Iraq, (b. 1998)

| am from Iraqg. | am fifteen-years-old. | was eleven when | moved to
Tucson. | love soccer. | love music and dancing. | love kickboxing.

Samara
Congo, (b. 2004)

| am eight-years-old. | was born in Kigali, Congo, which is in Africa. Now, |
live in Tucson. | have two sisters and one brother. We live with my mom. |
like to sing and paint. My favorite food is cheese pizza. My favorite animal
is a cheetah because it runs faster than other animals.

Tanka
Bhutan, (b. 1956)

| was born in Bhutan. | had to leave as a teenager because of my
Nepalese background. | moved to a refugee camp in Nepal and had four
children. My wife died of cancer. We moved to the United States three
years ago.
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Zahra
Jordan, (b. 1998)

I love shiny things. | am from Jordan. | like pink and love snow. My whole
room is pink. When | joined Owl & Panther, | loved to draw. | like to make
sculptures. | love animals. | love flowers. | love basketball. | love cactus
and that’s why | moved to Arizona.

Self-Portraits

For this 2013 exhibition, each participant was asked to create one self-portrait that
represented them; the portraits were completed after looking at portraiture in the
museum’s galleries. The participant-made portraits were created on canvas paper using
acrylic and other materials participants asked to explore and include in their works. For
example, the work by Luis was sculpted in metal and then glued onto the canvas paper.
Additionally some artists utilized colored pencils and markers instead of or in addition to
paints. The accompanying descriptions for these works explained what was contained
within each self-portrait and sometimes added clarity to symbolism within the paintings.
These descriptions recount artists’ process and the steps taken to create each self-portrait.
For the most part they are literal and add little context beyond what can already be seen

on view in the exhibition.

Luis

Metal uis

Mahmoud

Mahmoud’s Self-Portrait
It is a picture of me with red hair, big ears and earrings. | wanted to show
myself with earrings because my dad had just made them for me. It hurt to
have my ears pierced, but | was happy about it.
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Meki

Self-Portrait
The blue represents sky. The green shirt represents green plants, the red
shirt represents the sunset. The bottom is the Ethiopian flag.

Munir

Munir
This is me. I'm surrounded by stuff—flowers, pumpkins, trees.
The background is a sky.

Nura
Happy Girl
This is a painting of me when | was a young, happy girl.
Paula
Yo

My self-portrait was painted with my eyes closed because | just want to
be. | want to dream, just breathe...

Rami
My face

It looks beautiful because | just copy my face. | love Red Bulls, the team.

Samara

A Girl Reading Books
Pink, yellow red + green are the colors. The girl is reading Skippy John

Joan, a book about puppies.

Tanka

A Beautiful Me
Worked hard to make myself as handsome as possible.
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Zahra

Zahra’s Mirror Portrait
| did splatter paint red streaks dark brown eyes and have a dimple. | have

dark blue t-shirt. | like the texture of it. | took a lot of time on it.

Desert Landscapes

These works on paper were created from photographs taken during weekend
excursions into nature. When installed in the gallery these works were interspersed with
the original photographs and the object descriptions, creating a collage-like installation.
Here, each description explains the setting depicted, reading almost like a list of objects

found in nature and their color.

Kumar

Cloud
| like clouds because they are cool.

Mahmoud
Sun and Sky
Sun, grass, mountains, blue sky. When we went to Rancho Luz, | took a

photo of the beautiful clouds with the sun shining on them and the
mountains. | loved it, and | wanted to paint it.

Meki

Comparing the woodpile in front of the mountain where the wood came
from.

Munir

Pretty Mountains
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Taken at the ranch. Grass, bushes, mountains. Happy when | took the
photo and when | painted the picture.

Nura
Blue Sky with desert floor, green plants and brown.
Rami
Funky Monkey
The colors are very important to my artwork. Watercolor, paper, pen, and
pencil. | liked using blue, yellow and green. | made it from a picture.
Samara
Mountains
Green bushes on a big mountain. The sky is blue. It's a hot day. There are
no animals in sight.
Tanka

Arizona Garden
Forest. Flowers. Butterflies

Zahra

Desert Watercolor
| like the desert. It is smooth. It is clear. There is a little bit of trees. It is
always hot. It never rains. It’s kind of green, it's kind of yellow. There’s a
tiny lake.

Mythical Creatures

These works are inspired by Alebrijes, brightly colored Mexican folk art
sculptures in TMA’s permanent collection made from papier-maché that depict
fantastical creatures. The works are made from a variety of materials including recycled

materials, papier-maché, and acrylic paint. Displayed on pedestals these works were
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scattered throughout the gallery space and allowed for visitors to walk around the figures
exploring the works from all sides. These works were imaginative creatures and their
accompanying descriptions explain each sculpture’s identity, story, and personalities.
However, several of these labels included artists recounting their process and describing
details that could already be seen within the creature.
Esme
Pig
Pink, black, red, green, brown, white. The pig is fat. My pig has six legs.
The pig is so pinky, she has dots because she’s wearing a costume for a

party. The pig is nice to people because Esme taught her to be nice.
There was an accident and the pig has six legs.

Kumar

A Camera, A Police Officer Camera
It has Bears! It is a robot! | used trash and painting.

Mahmoud
Cheetah
It has sharp teeth: black eyes: blue black white spots. First, | made the

body. Then, | thought about it—whether it should be a giraffe, a dinosaur
or a cheetah. | decided it should be a cheetah because of its sharp teeth.

Malik
The Ice Dragon

He got poisoned by a plant, you can tell by his green tail. Poison ivy
touched his tail. He lives in jungles, and he has a tongue in his mouth.

Munir

Bugling
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Insect, very colorful, decorated all over. It was hard to make, and am
happy with the result.

Rami

Pretty Bird
I made it from a toilet paper roll, and a paper towel roll. Itis an old from
1,000 years ago. It is colorful because | liked these colors. It also looks
like something from a star war game. Where | come from is the desert,
and this bird lives there. He can’t fly. I've seen this bird in Iraq.

Samara

Dragon
The dragon lives in the desert. It's a good creature. It breathes fire. He
sleeps during the day. He cooks for himself.

Owl & Panther Story

As indicated earlier, Owl & Panther gets its name from a Cherokee creation story
where the owl and panther are given the ability to see through darkness. For this
component of the exhibition, the Programming Manager from Owl & Panther re-
interpreted the story and the resulting lines were used as inspiration for participants’
paintings. The reason for this project was two-fold: first it gave Owl & Panther the
ability to introduce the story to participants who were unfamiliar with the program’s
namesake and secondly, it presented an opportunity to illustrate the strength and
importance of working together where works of art when displayed together were
stronger than in isolation. These 26 individual works hung side-by-side, and stacked in
some instances, along the longest wall in the gallery and as viewers moved from left to
right they were introduced to this narrative through text and visuals. The text included

below in Times New Roman font is the line from the story that the participant illustrated;
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the description in Arial font that follows in some is their own interpretation of the work.
The descriptions written by participant-artists, similar to the previous works and their
descriptions, remain fairly literal, concentrating on what is happening on the canvas.
Lists of objects depicted and colors used, as well as insights to the artistic process are
commonplace.

Esme
“The first night all of the animals and plants stayed awake. Some even began to
boast. ‘This is so easy!” ‘I don’t feel sleepy at all.””

The Animals Stay up all Night.
The trees are green. The panther stay up all night. She felt sleepy, she
ate all the blueberries. Here were strawberries, blueberries and oranges.
The panther.
The tree has apples, oranges.
The flower is beautiful as the sky.
The panther is nice to people.
The grass is big as the flowers.
The moon is nice to me and is yellow because it's hungry.
The sky is good as a tree and is beautiful as me.
The flower is good and red as gold as the ring.
The grass covers the plants.
The dirt is beautiful as the grass. The stars are beautiful as a moon.
The end.

Kumar
“On the second night, some where droopy and sleepy. ‘Stop yawning!’”

The Owl Sings in the Dark
| used paint, a roller, cut out shapes, marker stars for the dark. Man in the
dark singing with a panther, the letter T for tree, red and green together,
green dripped down orange on the bottom. Owl is flying to the stars, and
there is a black line as a frame.

Luis
“’I will reward you both with the power to see in darkness,” Creator said.”
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Mahmoud

Malik

Meki

Munir

Nura

“From then on, owl and panther stayed vigilant and protected those animals that
had failed to remain awake and now must sleep each night.”

My picture has the sky, a green tree, a cactus, one panther with gray
eyes, gray mouth, gray nose, and he is a blackish color. | have a bunch of
stars, one owl flying in the air, one moon shining yellow light. When the
owl and panther passed the test they are looking for other animals that are
awake and not sleeping for seven days and seven nights. | like the
panther because he has gray eyes and he looks funny. It took me one
whole week to paint it. | got the details and | made up the colors of the
panther, the gray eyes. It has 13 shooting stars. | thought about making a
wish. Everybody knows you make a wish when you see a shooting star.
First | sketched the panther and the ground, then | sketched all the stars. |
painted over, far away stars. | had red as the background and the painted
over it with light blue, then the whole background is dark blue. | want
people to copy my owl’s yellow eyes and to copy my panther because it
looks funny.

“By the fourth night, nearly all of them slept.”

“When the world was new, Creator asked all the animals and plants, “Please stay

29

awake and keep watch for seven days and nights’.

In this painting the creator gives the animals and plants the command
“stay awake and keep watch for seven days and nights.”

“From then on, owl and panther stayed vigilant and protected those animals that
had failed to remain awake and now must sleep each night.”

“By the fourth night, nearly all of them slept.”
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Gloom
My painting expresses my dark feelings about what has happened to me.

Paula
“Creator gave each the power to remain green all year and store great medicine in
their leaves.”

Grow, Heal & Love
The creator gave us all we need to survive and heal. In my painting | drew
abstract trees with healing/curing leaves. The hearts represent life and the
sun the warmth we need.

Rami
“‘I will reward you both with the power to see in darkness,” Creator said.”

Aso
Colors water colors, pen, brush. It is about a pretty bird. A pretty bird full of
color. The bird is in the desert, he eats cactus fruit. People tried to hunt
him down for his colorful feathers. A person came and protected him—he
is in the painting too. That man got the night vision, the bird did not.

Samara
“Even now, when children move through their youth and pray for their gifts, they
remind themselves they must stay alert and helpful like cedar and spruce and
pine.”

Cheetah in the Night
A tiny moon, stars, cheetah, a person. The person is looking at the stars.
The cheetah is eating the grass.

Sonali
“On the third night, so matter how hard they tried, some could not stay awake.”

Tanka
“Among the plants, the pine, spruce, hemlock, cedar, laurel and holly had
remained awake and watchful.”
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Flower Gardens
Love to mix color and try to show beauty of desert.

Zahra
“The animals and plants wanted to do as they were asked. They knew if they
could stay alert and keep watch, they would be rewarded.”

The Creatures of the Night
My owl and panther picture has a moon and star next to it. It is all
nighttime because all the animals come out at night because they are shy.
| drew animals on the tree on the grass. | found the duck, rabbit and
flowers on scrap paper. | put a little sparkle in my sunflower. | have very
tiny flowers. It has tiny stars. | put a pinecone trying to roll down. It is pink.
The stars represent the alert eyes so they can see at night.

Interlude: A Reflection on Practice or Art Museum Educator as Research
After concluding the first exhibition I began collecting data while simultaneously

continuing in the role of art museum educator. This duality proved to be a difficult
balance to negotiate, one that made me anxious, uncertain, and at times overwhelmed.
However, it also presented an opportunity for me to systematically reflect on my practice
and the roles I play within Owl & Panther and TMA resulting in a more conscious effort
to cross the museum-community divide where “traveling can thus turn out to be a process
whereby the self loses its fixed boundaries—a disturbing yet potentially empowering
practice of difference” (Minh-ha, 2011, p. 41). Within these fluid boundaries, there is a
potential for the art museum to become a site of productive difference where I began to
exist within a space of productive vulnerability.
Year One, First Semester:

The Anxious, Uncertain, and Awkward Researcher-Educator
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This first semester (October — November 2013), immediately commencing after
the first Museum as Sanctuary exhibition in the summer of 2013, calls attention to the
difficulty I encountered when becoming a researcher within an already existing program

where I am lead facilitator.

October 1, 2013
...l am still uncomfortable in my role as a researchler], it feels
counterintuitive to being invested and committed to a
collaborative/community based museum program. | am not sure how to
navigate these feelings...

October §, 2013
...l often times...get overwhelmed by the non-hierarchical and participant
directed content. | worry that within a museum we look and sound like
chaos; while we are housed in the education department-and thus
generally removed from the expected museum decorum | still feel the
museum structure imposed upon my educational practice.

This reflection from the beginning of the data collection stands out because of my own
insecurities within the museum and the way I facilitate programming. I am fearful that
someone might catch me and observe the way I conduct educational endeavors—
ultimately deeming my pedagogical practice not museum worthy or appropriate.

October 15, 2013
... | remember feeling superfluous as an educator —does this idea of
feeling superfluous equate success in engagement for
participants/students...?

October 22, 2013
...I found it difficult during the gallery component to explain that these
everyday objects were similar to paintings on view in the museum. Many
times...l caught people leaning on the tabletop or sitting in one of the
chairs, it is hard to explain that beyond function these objects are
accessioned into the collection...The museum, like my role as an educator
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who meanders between other roles, is a schizophrenic institution and
does not necessarily adhere to one medium or one type of artwork...

November 12, 2013
Tonight | was able to take a step back from facilitator and to be a
participant, and to reconnect with everyone...

November 19, 2013
...I am constantly exploring pushing on boundaries whether they be in
terms of nonhierarchical programming, expanding/challenging traditional
museum-community relationships, reimagining what the role of a museum
educator is... However, boundaries and borders can be constructive,
productive and more importantly necessary. | am interested in how to
facilitate these types of good boundaries while simultaneously working to
breakdown others...

November 26, 2013
Often times a lack of structure is not non-hierarchical but rather is simply a
lack of structure...l need to figure out how to set boundaries but also do it
in a way that fosters healthy and creative exchanges...
...there was too much freedom...
...Next semester | am going to work on creating a curriculum that is
simultaneously structured and open-ended, wherein opportunities for
participant voice to direct/shift program structure is still incorporated into
the over all plan—it will be fluid yet controlled...

Many of my own reflections from this first year focus on my insecurities as an art
museum educator and as a researcher. Throughout these seven excerpts, I am constantly
critical of the role I am playing within the institution and questioning how I can be a
better facilitator. Similar to the participants in their own writings from the 2013
exhibition, I rely heavily on “I”” statements and my own identity.

Year Two, Last Semester:

The Chaotic, Frustrated, and Excited Educator-Researcher
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What follow are excerpts from the last semester (February — April 2015) of the
data collection period of this study, which captures my preparation for the 2015 Museum

as Sanctuary exhibition.

February 24, 2015
...but | know | look at works differently when planning for different groups
— and hope that these experiences make me more sensitive to the
different audiences | work with as an art museum educator and not just
when collaborating with torture survivors/refugee audiences...

When planning for the second Museum as Sanctuary exhibition, I made
adjustments to the curatorial process to better honor and include a multitude of voices
beyond the object label. In order to ensure that multiple perspectives were included in
the development of the introductory texts and section text, participants answered weekly
questions (up to three) as source material that would later be explored to pull content
from. Additionally, Owl & Panther founders were asked to write brief reflections about
the significance of the program reflecting on the 20-year history of the organization.
Planning for the 2015 exhibition occurred within the period of data collection for this
study, and as a result my field notes shine light on the intentionality of the inclusion of
multiple voices within all exhibition texts.

March 31, 2015
When | feel like there is pressure to make an awesome product and keep
everyone focused | get pretty overwhelmed—I think this exhibition is
stressing me out currently because | am worried about the content and the
over all aesthetic. | want everyone to feel like the exhibition is awesome
and that they are excited to have their artwork on the walls but right now |
think everyone is just over it...
| think | struggle with the balance of process, product, and critical
encounters—I definitely feel like | am torn between the...notions of
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participatory practice, and the idea of kick ass product—where is the
happy medium?
Currently | just feel frustrated...

Here again, like the first semester, I struggle with my own practice within the art museum
being different from the expected behavior. The need to create a product while
facilitating a collaborative and participant-centered process was not an easy balance to
maintain or strive for throughout the entire two-year research period.

April 7, 2015
| am working on generating enough content during the write starts this
time around for the exhibition in order to incorporate multiple voices and
opinions within the text panels; that way they aren’t written just from OP
organizational or TMA perspective...
...I have been brainstorming what an exhibition
curated/conceptualized/planned...with the intent of illustrating a
postcolonial art museum might look like right now[. T]he idea of voice
seems to be crucial—ensuring that the narrative of the exhibition is not
told only from one point of view and isn’t just privileging the museum
voicel[; this] is essential.

April 14, 2015
Margot and | briefly discussed earlier how we are going to collaborate
using the kids’ words (mostly from write starts and other reflections) to
create wall text for the portraits, into panel, hands, timelines, and kites so
that these labels would be a combination of traditional curatorial voices,
partner voice, and participant voice.
| think | could have done a better job setting up...the controlled chaos is
only possible with the preplanning and structure in order to make the
chaos successful.
...l often feel like a crazy person on Tuesday nights—and | just get caught
up in the moments and trying to ensure that everyone has materials they
need and feels confident moving forward...

April 21, 2015
...I talked with Nura about completing her installation and reminded her
about the top for the pjs [pajamas] saying that the mannequin would be
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wearing only pants—Nura seemed ok with this as long as the mannequin
also wore a bra! We agreed that she would complete the pj top after
classes are done May 15—so | gave her until mid-June...

April 28, 2015
It was the last night at TMA this semester—the next time everyone is back
together at the Museum it will be for the opening of our exhibition July 24™.
It is crazy to think that now what is next up are the
reviewing/culling/editing/compiling of wall labels and deciding how to
install things in the exhibition...Nura still needs to bring me the top to her
pjs for the installation. So there are some loose ends — but for the most
part things are coming together...
...We finished casting hands—Nura even decided it was ok for her to do
hers—originally she had said no because it reminded her of a severed
hand...but Margot and a volunteer spoke with her and | took her to my
office to show how they all were together and explained how the
installation would look...and then she agreed...
...Multiple alumni were there—so it will be awesome to have their
voice/participation in the exhibition.

These shifts in narrative, from a singularly articulated curatorial program to a multivocal
encounter reflect Bryony Onciul’s (2013 and 2015) belief that “curatorial adaptation is an
ongoing learning process informed by working with the community” (2013, p. 88) where
the role of museum curator has evolved from “curator as expert to curator as mediator”
(Onciul, 2015, p. 7). The above excerpts from my notes highlight the ongoing process
inherent within this exhibition and how my role as edu-curator often became one of
mediator attempting to collect materials organically over the course of the programmatic
happenings.

Another major point of concern while moving forward was to consider and reflect
upon the ways in which the first exhibition perpetuated stereotypes through its subtitle of
Giving Voice. The labeling of the first exhibition as a platform for “giving voice” implied

that these participants did not have their own voice before their experiences at the
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museum—which is incredibly false and insincere. Thus, in order to be a better
community-based exhibition we needed to acknowledge the fact that words matter and
accept that we could do better since, as Minh-ha (2011) asserts,
Words have always been used as weapons to assert order and to win political
combats; yet, when their assertions are scrutinized, they reveal themselves, above
all, as awkward posturings, as they often tend to blot out the very reality they
purport to convey. (p. 46)
Moving forward with titling the 2015 exhibition as a result pulled ideas from participants
and individuals from Owl & Panther in order to avoid myopic and potentially
problematic titles. Thus, our second attempt at an exhibition more consciously engaged
with a postcolonial framework where collectively we (participants, collaborators, and
educators) sought “an egalitarian conversation between differently located authorities”

(Hutchinson, 2013, p. 143).

Museum as Sanctuary: Perspectives of Resilience
July 17, 2015 - January 3, 2016

The 2015 exhibition (see Figure 6) focused on the concept of resilience and was
broken into several sections that included over 140 individual objects (see Table 3): over
90 unique works of art by 32 artists and 51 plaster cast hands representing collaborators
of Museum as Sanctuary. Due to the large number of works installed in the exhibition
the curatorial program veered greatly from the modernist aesthetic of one work of art
hung at eye level with space to breathe around all sides. Instead, works were hung salon

style and clustered into thematic sections ranging from explorations on nature, self-
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portraiture, timelines, sketchbooks, an installation of kites, reflections on the history of

OP including a memorial chain and alumni artworks, a mixed media sculpture by a

participant, and a participant-created installation about sewing.

2015 Museum as Sanctuary Exhibition Details
Text and Descriptions in Exhibition
Artist Biographies 24
Introductory Texts 2
Section Texts 8
Object Labels 77
Objects in Exhibition
Self-Portraits 48 works by 24 artists
Mixed Media Timelines 11 works
Nature Drawings 9 works
Plaster Cast Hands 51 objects
Kite Installation 9 works
Sketchbooks 3 works
Alumni Reflections 5 works
Mixed Media Sculpture 1 work
Sewing Installation 3 paintings, 1 sculpture, 1 book of
patterns, and 2 garments

Table 3: 2015 Museum as Sanctuary Exhibition Details

In this exhibition 32 artists were featured from 12 different countries: Bhutan,
Chile, Democratic Republic of Congo, Ethiopia, Guatemala, Iraq, Jordan, Mali, Mexico,
Nepal, and the United States of America. For the most part, works were created during
the first five-years of Museum as Sanctuary, however, some objects on view were created
outside of the Museum and were borrowed from participants. Installed in the lower
galleries of the Museum, this exhibition included 48 self-portraits, 20 works on paper

(timelines and nature drawings), 51 plaster-cast hands on seven shelves, an installation of
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nine flying kites, three artist sketchbooks, five works by alumni, a mixed-media
sculpture, and one artist directed installation.

This exhibition had two purposes, first to celebrate our collaborating organization,
Owl & Panther’s 20™ anniversary, and secondly, to highlight the works of art created
during MaS. It attempted to complicate and challenge generalizations about refugee
identity while experimenting with curatorial practice in art museums. To accomplish
this, the participants, museum, and community organization collaborated to define the
content and narratives on view. The exhibition included artwork, artist statements, wall
labels and introductory texts written from multiple points of view including refugee
participants (32 artists), those of the collaborating organization (Owl & Panther), and
museum educators.

The exhibition layout and curatorial program positioned participants, as well as
individuals from the collaborating organization, as creators of curatorial content thus
positioning the exhibition as an opportunity to challenge, blur, and expand upon
assumptions/understandings about museum visitors, institutional collaborators, and the
museum as an institution. The exhibition and program repositions curatorial and
educational practices and complicates the roles of the program participant, community
partner (collaborating organization), and the museum educator. In Perspectives of
Resilience, the curatorial voice is multiform where refugee participants, the collaborating
organization, and museum professionals are not confined to single roles but move
between traditional separations in order to create an exhibition that is co-created or

multivocal.
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The 2015 exhibition was the capstone to this research study. It critically engaged
with how community-based exhibitions are constructed and what an art museum with
decolonizing practices looks like by including a variety of objects and labels written from
multiple perspectives. The presentation of data below focuses on participant-created

texts including: artist biographies and object descriptions for self-portraits, mixed media

timelines, nature drawings, a mixed media sculpture, and a sewing installation.

Figure 6. Installation view of 2015 Museum as Sanctuary exhibition.

Artist Biographies and Self-Portrait Descriptions

In the 2015 exhibition 48 works on canvas were created as an exploration on
identity; 22 of these works were created by 13 of the 15 artists highlighted in this
dissertation: Esme, Kumar, Luis, Mahmoud, Malik, Munir, Meki, Paula, Rami, Samara,

Sonali, Tanka, and Zahra. The instructions for the self-portraits were to consider three
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moments in time and to create portraits that spoke to identity in the past, present, and
future. However, as an educator who attempts to make space for participant-directed
exploration and choice within their works, I am comfortable that these self-portraits do
not always strictly adhere to the guidelines but rather embrace a creative exploration.
Additionally, the artists’ corresponding biography (when the artist included one), was
hung with each series of self-portraits. Thus each artist’s installation included between
one to four self-portraits and an accompanying biographical statement.

These biographies and self-portrait descriptions included details about the
participant-artists’ location of birth, when they came to the United States, information
about their families, and things they like or dislike, as in the 2013 exhibition.
Additionally, they incorporated new strategies for describing themselves such as
metaphors, similes, and symbolism. Rather than just remaining fixed to the literal and
what could be seen within the work of art, participant-artists experiment with including
outside information about themselves, to add context to their biography or portrait and
also share details about their personalities, emotions, and wishes.

Esme

Democratic Republic of Congo, (b. 2002)
Hi my name is Esme, | was born in the Democratic Republic of Congo. |
am thirteen years old. | came to the United States in 2010. | came to
Arizona when | was eight and a half years old. My favorite place to visit is
Idaho because | like to visit my family and friends. | like Owl & Panther
because we do fun activities. | like doing art, and playing games. | have
six sisters and | have eight brothers. | have burnt umber hair and | have
brown eyes and | am tall.

Big Mama

It's about me. | was happy in this picture. | felt happier when | made this
picture.
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Kumar
Nepal, (b. 2003)

Just Art (Ugly Art)
It is raining and there are ugly flowers with an ugly person. | don’t like this
picture | made, because it is dark and kind of messy.

Little Art
I’m mad about art, but | like art. | feel good about doing art because art is
good for me. This painting looks funny.

Untitled

Luis

United States, (b. 2000)
| am fifteen-years-old and am a sophomore. My favorite subject is algebra
2 because it is easy. | am awesome at building computers and | like
anything to do with them and | also like playing games. | have worked with
wire and 3D sculpture. My mother is a refugee from Guatemala and | am
a long-term member of Owl & Panther. | have two best friends and that is
all | need.

Against the Authority
Rebelling, dark colors.
This represents the rebellion against light colors.
| felt unwanting of light colors when my mom suggested them.

Mahmoud

Iraq, (b. 2002)
Hey, my name is Mahmoud I’'m 13 and | was born in Iraq. | like to draw
sometimes or just dance a little. | like to dance in a lot of ways one is
tutting, it's when you make shapes with your hands and fingers. | like a lot
of sports one of my favorites is baseball. | like to pitch and bat and | like to
play third base. My favorite thing to do on the weekends is to play indoor
soccer and play a little video games. My favorite video game is Minecraft,
it is @ game where you farm, build houses, and make friends. | draw a lot
of things one of my favorite things to draw is cartoon and self-portrait.

Self-Portrait
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The work is about how | look and my personality. When | drew it, | was
very happy. When | drew it | felt free.

Malik

Iraq, (b. 2001)
My name is Malik. | am from Iraq. | am fourteen years old. | like to play
football and | like to talk a lot and make people laugh. My favorite subject
at school is science. | want to be a technology engineer, a person who
makes computers or phones and works with electronics and fixes them.

Untitled
Untitled

Untitled

Meki

Ethiopia, (b. 1999)
| really enjoy art. The reason why | enjoy Art is because | was born with
Art and | live with Art. I’'m from Ethiopia and my name is Meki but you can
call me “M.” The reason | still do art is because | mostly don’t have free
time, but when | come to Owl & Panther | get the place, and time, to do
art. Always when I'm in Owl & Panther my mind always works for art only,
not anything else. | love art and Owl & Panther helps me to love art. The
way Tucson Museum of Art helps me is by putting this up so you guys can
see my work and see the things that | want to share with you guys.

The Art dude,
Meki.

Inside Of My Brain Heart

What | See Behind My Eye
The left part is the past, the middle where the nose is marks where the
good parts of the future start. When the water fills in the past it will be like
the right, like if you stand on top of a hill and look into your future.

The Art
After Mary Oliver’'s The Summer Day
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Who made this art?
Who knows about this art?
Who is the art talking to?
This Art, | mean —the one you looking at it right now,
The one that gives you sadness
and happiness at the same time,

Look at the eye and imagine a great time of your life-
Look at the eye again and imagine a hard time of your life.
Now you felt the happiness and the sadness,

Now you know how the artist was feeling
when he was making this art.
| don’t know exactly how to explain this art but,

I do know that it came from a feeling deep inside.

It shows you how it feels being sad and happy at the same time.
Remember the sad and happy part--

looking at my wild art.

Munir
Iraq, (b. 2005)

My Face
| feel good and proud. | feel awesome. | have beautiful eyes. I'm raising
my hand for my teachers. I’'m answering a question for Math, my favorite
subject. | like school.

Video Game
Minecraft is the best video game.

Paula
Guatemala, (b. 1973)

Untitled
| am a refugee from Guatemala. | have lived in the U.S. since 1985. |
came to the U.S. because my family was being persecuted by the
Guatemalan army. We endured torture. The Sanctuary Movement gave
me a chance to live by helping me come to the U.S. | am married to
Lorenzo and have a child, Luis Pablo. | am also a member of Owl &
Panther's Community Advisory Board.
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Rami

Iraq, (b. 1998)
I’m a person who came from Iraq six years ago. My life changed when |
came to the United States. I'm a pretty friendly person who cares about
other people’s pain, heart, and feelings. Four years ago, | joined Owl &
Panther and became an artist. I'm sixteen years old, and I’'m going to
graduate in a few years and go to college. | like playing video games,
playing soccer, and drinking tea with honey.

Connection Between the Universe
The colors are deep and mean something to me—how my life was and
still is.

Center of the Universe
| felt good painting this, | felt it was about me, and about how | think we
should explore space instead of fight each other.

The Dark Diamond
Scattered.
Changed.
A hand holding love and peace.
I moved from Iraq to Tucson. | don'’t feel scattered anymore. I’'m at home.
These are all parts of me. Yellow is fear, it's my favorite color—I’'m not
scared of anything. Green is luck. Red is anger—I have a lot of that
sometimes. Purple is love—it grows bigger and bigger. Blue is the ocean
where my feelings are. Gray is all the people around me. Black and white
is me. Black is corrupted, white is peace and happiness.

Samara

Democratic Republic of Congo, (b. 2004)
| have one brother and four sisters, plus me is five in my family. Favorite
sports include volleyball, soccer, and track. | used to go to elementary
school and | have some friends named Regina, Maybelline, Celia, and
Amen. When | grow up, | want to be a doctor.

not happy girl
It is a girl. She’s pretty.
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Sonali
Nepal, (b. 2006)

The Dark Day
| am going to my house and it is a dark and windy day. | am in a hurry
because it is windy. | put red and blue in the sky. The wind will blow the
leaves. | felt good when painting.

Sun
| felt great when | was painting the picture. | like the sun. | was playing at
the park in the painting. The swings are my favorite thing to play on at the
park.

Halloween Day
The witches are coming to take me away. | am scared. There is a witch,
skeleton, and monster. | like drawing scary things because they look
funny.

It’s Great
My work is about making a party. | felt good while | was painting this
picture. The colors | used made me happy. | was also happy thinking
about the party.

Tanka
Bhutan, (b. 1956)

Myself
| was tying to practice drawing people and | wanted people to see. It says
nothing about me as a person. | used colors | thought looked good
together.

Tanka

Strong.
The art is me.

Zahra
Iraq, (b. 1998)
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| am Zahra. | am sixteen years old. | was born in Jordan. My mom is from
Iraq. My favorite color is blue. | like summer because of the warm weather.

All About Me
It's about me. It makes me feel like the earth is on fire. It makes me feel
like the center of attention.

Mixed Media Timelines

The timelines included in this exhibition were in the form of mixed media on
paper. Each work varied in length and was hung salon style and in some instances
wrapped around one of the corners of the gallery. These works asked participants to
consider five important life events, some from the past and other still waiting to happen.
These descriptions share insights into participants’ artist processes and the stories
contained within each work. Within these texts participants described the materials used,
explanations about the images and their meaning, as well as their feelings both generally
about life and the work they created.

Kumar
Nepal, (b. 2003)

Just Art From the Museum

| made this artwork by myself with magazines and a colored paintbrush.
When | made it, | felt happy and unhappy at the same time.

Munir
Iraq, (b. 2005)

Timeline

Rami
Iraq, (b. 1998)

The New World & Our Greatest Journey
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This work is about my family, me, and our journey to the United States.
Moving away from all that fighting made me feel better.

Sonali
Nepal, (b. 2006)

A Good Day
| am watching a boat going to the beach. | am picking apples with my cat
then it started to rain. The purple bear is running to eat the cat. The
artwork is about when | was born and then | grew up. It is a happy feel