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Preface
The Kellogg Projects in Museum 

Education have been a quiet force in the 
museum world since 1979. In the past 
seven years they have influenced hundreds 
of museums and thousands of museum 
professionals from all parts of the United 
States and many foreign countries. Still, in 
1984 the Kellogg Foundation and Kellogg 
Project directors and coordinators 
wondered how their efforts contribute to 
improvements in museum education prac
tice. That year they commissioned a review 
of the Kellogg Projects in Museum Educa
tion, and they asked me to examine the 
three projects looking for common themes, 
emerging trends, and notable achievements.

To accomplish this task I read annual 
project reports, studied materials prepared 
for residents, reviewed workshop formats, 
and examined colloquia agendas. I also read 
evaluation reports prepared by Judy Dia
mond, Beverly Serrell, and Robert Wolf. I 
visited each of the sponsoring museums, 
reviewed project files, talked with project 
staff and faculty, met with representatives 
of the Chicago Board of Education, and at
tended one of the Smithsonian Institution’s 
Kellogg colloquia. In addition, the special 
features that appear throughout this 
monograph are the result of interviews 1 
conducted with Kellogg Project 
participants.

I have many people to thank. Judy 
Diamond (Exploratorium) and Helen Voris 
(Field Museum) brought order to the many 
elements of their respective projects. Margo 
Del Vecchio’s report on Smithsonian 
residents was invaluable. Carolyn 
Blackmon, Sally Duensing, Jane Glaser, 
Teresa LaMaster, and Philip Spiess worked 
closely with me. This was truly a collab
orative venture. They provided information 
and read and critiqued several drafts of the 
manuscript. And while I take full respon
sibility for any errors in the report, it is the 
vision and hard work of these five Kellogg 
Project directors and coordinators that

shape this monograph. Finally, my thanks 
to Ellen Cochran Hicks, who reviewed the 
book in its final stages, and I am particu
larly indebted to Ann Hofstra Grogg, who 
edited the book. She worked with me from 
beginning to end—providing insight, direc
tion, intelligence, and inspiration. Much of 
this monograph’s organization, clarity, and 
logic are her doing.

The Kellogg Projects in Museum 
Education afford a look at the ways 
American museums define themselves as 
educational institutions. The view is both 
encouraging and informative. Many 
museums are examining their educational 
mission as never before. Few are as ar
ticulate on the subject as Kellogg Project 
staff. They have clarified and stated their 
perspectives, philosophies, and approaches 
to museum learning. At the Exploratorium, 
the Kellogg Project is built around that 
museum’s philosophy—a philosophy that 
guides its unique exhibit development pro
cess. Field Museum advances museum 
education practice by stressing the impor
tance of finding a philosophical foundation 
for museum education and by continuing 
to explore the interpersonal dynamics of a 
team approach to exhibit development.
The Smithsonian Kellogg Project sets out 
several tenets of museum education, 
reminding museums that they have an 
obligation to adults as well as children 
and that they are ultimately community 
institutions.

The recent report of the Commission 
on Museums for a New Century concluded 
that museums have yet to realize their full 
potential as educational institutions. The 
Commission suggested that new approaches 
to learning in museums must be developed. 
The lessons embedded in the Kellogg Pro
jects in Museum Education offer several 
new approaches to learning in museums 
that should be of interest to the entire 
museum community.

Mary Ellen Munley
Washington, D.C. 
May 1986



A Changing 
World View: 
Museums and 
Learning





We are often reminded that our 
society is in the throes of a 
significant transition from the 
industrial to the information 
age. Advances in communications technol
ogies herald an era in which information will 

be our most important product. Even now, 
the expansion of the information sector has 
captured the imagination of young and old 
and altered the way we think about learning. 
For those institutions concerned with educa
tion— not only schools but local school 
boards and state legislatures as well as re
search foundations and museums —the 
information age has already arrived.

Education and learning are no longer 
associated solely with “going to school.” 
Informal, continuing, and voluntary educa
tion is gaining credibility as more and more 
people look for ways to go on learning 
throughout their lives. Adult education is 
the fastest-growing type of education today. 
The baby boom generation has matured into 
a group of adults with high levels of formal 
education and a firmly instilled desire to 
continue their intellectual growth. These 
adult learners are turning to a variety of 
alternative learning environments—open 
universities, training centers, conferences, 
workshops, and museums —in record 
numbers.

This expansion comes at the very time 
that the effectiveness of the nation’s schools 
has been challenged. In the past five years 
at least ten major studies have outlined seri
ous shortcomings in education. The alarm
ing nature of the problem is reflected in the 
title of a report by the National Commission 
on Excellence in Education—A Nation at 
Risk. More and more people are recognizing 
that schools by themselves cannot solve the 
problems associated with educating this 
nation’s children and, furthermore, that 
schools as we have known them in the past 
will not be able to meet the new demands of 
the nation’s adults.

Museums have been in the forefront of 
those institutions actively seeking to extend 
education beyond the traditional classroom.

As early as 1978, for instance, the Explora- 
torium in San Francisco and the W. K. Kel
logg Foundation in Battle Creek, Michigan, 
began to discuss the ways that museums 
might teach the public about science. It was 
a good match. The Kellogg Foundation has 
a long tradition of support for continuing 
education, and the Exploratorium has 
earned an international reputation for the 
quality of its science exhibits. Foundation 
representatives were intrigued by the 
Exploratorium. They wanted to learn more 
about the teaching exhibits at the museum 
and the educational potential of museums 
generally.

In 1979 the Kellogg Foundation funded 
a project that allowed the Exploratorium to 
share its successful and innovative programs 
with museum professionals around the 
world. “Helping others help themselves” is 
the Kellogg motto, and the Exploratorium’s 
Dissemination Project fit that bill on two 
counts. It offered museum professionals the 
opportunity to study ways of improving 
their exhibits and programs by working 
directly with the experienced and unparal
leled Exploratorium staff. The “ripple” ef
fects for museum visitors have been even 
more far reaching. For if, in fact, learning 
can take place in a museum, then museums 
are a rich resource worthy of further devel
opment in an information age that puts a 
premium on continuing education. It is this 
premise that particularly interested the 
Kellogg Foundation.

Two years after the start of the Explora
torium project the Kellogg Foundation 
turned closer to its Michigan home and 
funded a second project at Field Museum of 
Natural History in Chicago. It, too, was 
designed to explore the potential of the 
museum as an agent for public education. 
That same year the Smithsonian Institution 
in Washington, D.C., with its outstanding 
Resident Associate Program and Office of 
Museum Programs, was brought into the 
project.

Taken together, these three projects 
investigating museums as opportunities for



lifelong learning are pivotal in a period of 
unprecedented change in education gener
ally and the developing field of museum 
education specifically. They call for con
sideration of the museum as a center of 
public education, and they provide a new 
model for professional training in museum 
education itself. For the first time, money 
and attention are directed toward the devel
op..lent of museum education as a profes
sional field in its own right.

The idea of museums as educational 
institutions is not new, however, in the 
museum world. Virtually every museum in 
this country was founded with a charter that 
made education a central mandate. Since 
the early days of the twentieth century, 
leaders like John Cotton Dana have been 
dedicated to making their institutions rich 
educational resources for their entire com
munities. Dana, the head librarian in 
Newark, New Jersey, was fascinated with ob
jects, and he set up the city’s first public 
museum on the top two floors of the library

building, above the book collection. He 
railed against what he called “gazing mu
seums,” meant only for the elite and spec
ially initiated. Instead, he thought of the 
museum as an “institution of visual instruc
tion.” He wanted people from the entire 
community to be able to see and examine 
things directly related to them and to their 
lives. He presented this visual instruction 
through special exhibitions—as many as 
fifty-six in the museum’s first five years.
Dana worked to build a living, active, and ef
fective institution dedicated to exhibition, 
interpretation, and community service. 
Museums like the Newark Museum have 
long contributed to public education in this 
country.

Despite charter mandates and the ef
forts of Dana and others like him, however, 
education and learning have not been center 
stage in museums. The acquisition of collec
tions has had the limelight. But today the 
nation’s great collections are in place. Build
ings have been constructed to house them, 
and most museums are well along in the 
process of cataloging and researching their 
holdings. In recent years administrative and 
collections-related functions in museums 
have achieved high levels of professional 
standards. An equally stringent set of profes
sional standards and practices for education 
and audience-related functions is now begin
ning to be developed. With the renewed 
emphasis on education in this country 
generally, museums are approaching their 
role as educational institutions with renewed 
commitment.

It may well be that museums stand on 
the brink of a major expansion in their re
sponsibility to society. In the past they have 
experienced a number of similar dramatic 
developments that transformed the static 
cabinets of curiosities of the eighteenth- 
century wealthy into the inviting public 
museums of today. The introduction of 
dioramas at the American Museum of 
Natural History in New York and the Mil
waukee Public Museum, for instance, cre
ated a sensation in the museum community



The Kellogg Foundation and Museums
It was, in his words, “the spirit and insight

fulness of one Frank Oppenheimer” that con
vinced Arlon Elser, an executive with the W. K. 
Kellogg Foundation, of the importance of recog
nizing museums as agents of lifelong learning. 
Oppenheimer’s “sheer brilliance and deeply pro
found understanding of why knowledge of sci
ence is necessary” initially got Elser and the 
Kellogg Foundation interested in museums.

Today Elser directs the Kellogg Projects in 
Museum Education and comments that those 
first impressions of the museum world at the 
Exploratorium still hold true. Introduction 
through the Kellogg Projects to scores of mu
seums has given him an even clearer sense of 
the potential and power of the museum and af
firmed his long-held belief that museums are too 
important to ignore. Seven years ago, when the 
Exploratorium Dissemination Program was just 
beginning, Elser remembers that leaders in edu
cation circles and the trustees of the foundation 
thought museums were simply “dusty old 
places.” Thus in 1979 there was a tremendous 
opportunity for the foundation to assist the 
country’s museums in enlightening the public 
about science, history, art, and themselves.

There is more to the museum experience 
than just looking at objects. Museums have the 
potential, in Elser’s view, to make important 
connections, to touch and change people if a 
commitment to those ends is part of their 
deeply imbedded structure. And that is what 
interests the W. K. Kellogg Foundation—a 
more complete integration of museums with the 
lives of people. This integration might range 
from cross-referencing objects from the com
munity museum with books in the card catalog 
of the local public library to using historical col
lections related to food production to educate 
people about nutrition and general well-being.

Of course interest in the physical, intellec
tual, and spiritual well-being of Americans is not

new to the W. K. Kellogg Foundation. The 
foundation has a long tradition of supporting 
programs to benefit the health and wholeness of 
Americans. The Kellogg Company itself has 
origins in an early health-care movement. In the 
1860s several doctors, including Harvey Kellogg 
of Battle Creek, Michigan, developed whole- 
grain diets and often processed their own grain. 
It was Harvey Kellogg’s brother, Will Keith 
Kellogg, who first discovered the now-famous 
Kellogg’s Cornflakes when one day overheated 
rollers produced flaked com bars instead of the 
usual com biscuits. Soon after this happy acci
dent W. K. Kellogg established his cereal com
pany with its chief product—Cornflakes.

In 1931 the W. K. Kellogg Foundation was 
created for philanthropic purposes. Today it is 
the fourth largest foundation in the United 
States. Given the history and products of the 
company, the foundation has two aims: (1) the 
support of hospitals and health care, and (2) the 
support of continuing education. The Kellogg 
Foundation has funded numerous continuing 
education centers at some of this country’s ma
jor colleges and universities.

The results of the foundation’s recent foray 
into the museum world have been, says Elser, 
“nothing short of phenomenal.” He is im
pressed with the large numbers of people and 
museums the project has reached. And he is 
pleased to celebrate news that one Kellogg 
Fellow recently opened the brand new Science 
Museum of India. Now the foundation is look
ing for evidence that the discussion and enthu
siasm it has generated will result in improved 
practice. Convinced that museums are impor
tant agents of public education, Elser asserts 
that if the foundation can make an impact on 
the museum field, it will have left a most impor
tant legacy.
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as specimens were taken down from their 
shelves and placed in their natural context. 
And, in the twentieth century, the develop
ment of outdoor living history museums 
brought an equally new concept to the 
presentation and interpretation of collec
tions. These innovations changed our no
tions of museums forever.

Today, educational efforts in museums 
are expanding beyond traditional tours for 
schoolchildren and lectures for adults: re
searchers are investigating the special qual
ities of learning in the museum setting, and 
the traditional view of museum education as 
the responsibility of a single department 
within the museum is being challenged. The 
Kellogg Projects at three outstanding 
museums with reputations for innovation in 
education are guiding more than five hun
dred museums through a redefinition of 
their educational mission, a redefinition with 
enormous potential for millions of museum 
visitors.

The Kellogg Projects at the Explora- 
torium, Field Museum, and the Smithsonian 
Institution are described in the following 
chapters. Each project is distinct. At the 
Exploratorium staff members introduced 
visiting residents to their unique perspective 
on teaching exhibits, their emphasis on 
perception as central to an understanding of 
science, and their trial-and-error method of 
exhibit development. Residents were im
mersed in the Exploratorium’s way of mak
ing exhibits — a process that required 
museum staff to spell out the philosophies 
and methods that inform their work. The 
museum had been sharing its exhibit designs 
with others for years. Through the Kellogg 
Project, Exploratorium staff began to share 
their way of thinking and the principles that 
guide their decisions. That philosophy is 
presented in pages 7-20 as the central fea
ture of the Exploratorium’s Kellogg Project.

Field Museum focuses its Kellogg Proj
ect on professional development. Through 
two specially designed workshops — one on 
museum education, the other on the team 
approach to exhibit development — the staff

provide a forum for exploration. Approaches 
to management, problem solving, and goal 
setting are recurring themes at these ses
sions. Through staff presentations, discus
sions, and activities, participants are led to 
reflect on the values and assumptions about 
museums, objects, education, and profes
sional roles implicit in various methods of 
exhibit development and education pro
gramming. Field Museum’s Kellogg Project 
strives to strengthen museum leadership 
through helping participants develop new 
perspectives on the tasks and issues facing 
their institutions and new skills with which 
fo carry them out. The curricula developed 
by Field Museum are presented in pages 21-36.

The Office of Museum Programs at the 
Smithsonian Institution takes as one of its 
charges dissemination of information and 
innovations throughout the worldwide 
museum community. The Kellogg Project at 
the Smithsonian Institution is an effort to 
advance the field of museum education by 
bringing senior educators and administrators 
together and by encouraging museums to 
expand their thinking and programming in 
relation to education. The Smithsonian staff 
are guiding development of twelve demon
stration projects, each designed to con
tribute to our understanding of museums as 
places for learning. While each project is 
specifically suited to its host museum, 
demonstration projects as a whole will ad
vance the practice of museum education 
across the country. The design of the Smith
sonian plan is presented in pages 37-52.

The people coordinating the Kellogg 
Projects at each of the three museums have 
taken considerable care to develop outstand
ing curricula for participating museum pro
fessionals. The chapters that follow are a 
synopsis of the Kellogg Project lessons, a dis
cussion of principles, perspectives, and aspi
rations for museums as learning environ
ments. The achievements of the staff at 
three distinguished museums have much to 
teach us about realizing the full potential of 
museums as agents of public education.



The Exploratorium 
San Francisco

California





Profile of Exploratorium Project
► Title

Exploratorium Dissemination Program
► Funding Date

October 1, 1979
► Nature of Programs

• Residency program designed to provide museum professionals from around 
the world with firsthand exposure to the Exploratorium’s philosophy and exhibit 
development process
• Special topic conferences on science education and issues related to develop
ing good electricity exhibits
• Publications providing other museums with detailed instructions for building 
Exploratorium exhibits

► Participants
More than 150 museum professionals and representatives of foreign countries 
participated in Kellogg residencies at the Exploratorium. Another 80 scientists, 
exhibit designers, and curators attended the conference on electricity exhibits. 
Some 250 museum professionals were part of a conference on exhibit design 
techniques. Nearly 50 individuals representing universities, science publications, 
school systems, television, and radio participated in the conference on appropri
ate media for science education. And literally hundreds of museum professionals 
are learning about successful, Exploratorium-designed exhibits through the 
museum’s “cookbook” publications.

► Geographic Reach
Participants in the residency program came from all regions of the United States 
and virtually all comers of the globe. As the most international of the three 
Kellogg Projects, the Exploratonum had residents from Argentina, Australia, 
Canada, France, India, Mexico, Saudi Arabia, and other countries. Conferences 
were attended by people from California and across the nation, while participants 
in the electricity exhibit meeting represented science museums in Florida,
Hawaii, Illinois, New Hampshire, New Mexico, Oregon, South Dakota, Texas, 
and Virginia. Exploratorium publications, distributed by the Association of 
Science-Technology Centers, Washington, D.C., are available worldwide.

► Organizational Structure
The Exploratorium Dissemination Program is coordinated by Sally Duensing, 
associate director of the Exploratorium. The project is a museumwide concern, 
with staff members from all areas of the institution serving as faculty for the 
residencies and resources for conferences and publications.



The Exploratorium in San Francisco 
was the perfect springboard for the 
Kellogg Foundation’s effort to en
courage innovative museum educa
tion programming. It was founded in 1969 
by Frank Oppenheimer as a museum of sci

ence and perception where interactive ex
hibits would lead visitors to explore the 
senses and the natural world. As its name 
clearly implies, the Exploratorium was to be 
a place for learning about science through 
self-discovery. Visitors were to be invited to 
take on an air of playfulness as exhibits 
engaged their hands as well as their minds. 
From the outset the museum reflected the 
latest pedagogical thinking and develop
ments in education in the United States and 
Western Europe. At the time these concepts 
were revolutionary in the American museum 
and education scene. There was no financial 
support for, and even less understanding of, 
an institution dedicated to teaching science 
through exhibits. In the ensuing seventeen 
years remarkable changes have taken place. 
As George Tressel of the National Science 
Foundation wrote in the Encyclopaedia Bnt- 
tanica, ‘The Exploratorium has become the 
archetype for ‘hands-on,’ experiential sci
ence centers as well as a model for science 
museums throughout the world.”

Education is the main — and only — 
mission of this museum, and staff members 
are devoted to realizing educational objec
tives. Unlike more traditional museums, the 
Exploratorium has no collections. It houses 
teaching exhibits that are valuable only inso
far as they are functional. When the Explor- 
atorium’s staff members talk about their 
work, they express a distinctive view of 
learners. People, they believe, do their own 
learning. No two learners are alike, but every 
person is capable of learning, and it is the 
job of museum staff to facilitate, not frus
trate, museum visitors in their personal 
quest to discover. Effective exhibits don’t 
direct learning; they allow it to happen. And 
the development of exhibits that teach 
science is the Exploratorium’s forte.

The Exploratorium is always searching

for new and better ways to teach science, 
and that makes it unique among those insti
tutions that populate what is known as the 
museum universe. New ideas and new pro
cedures are its standard. Staff members con
stantly seek new ways of incorporating new 
understandings of human perception into 
exhibits that make an inquisitive and enthu
siastic learner out of the usually passive 
museum visitor. Whether it is presenting a 
new exhibit on stereoscopic vision, illustrat
ing the relationship between the seemingly 
disparate fields of art and science, or 
unraveling the knotty problems involved in 
designing exhibits about electricity, the 
Exploratorium is at the forefront of new 
thinking. And there is little question that it 
is a sensational success as an institution that 
expands beyond conventional practices in 
both schools and museums.

While the Exploratorium as an institu
tion is unique, its exhibits readily lend them
selves to adoption by other museums. The 
museum profession has, in fact, long been 
fascinated with the Exploratorium’s success. 
For years museum professionals and educa
tion specialists from around the world have 
informally approached the Exploratorium 
staff for information and advice on exhibit 
development. Some went to the museum 
specifically to spend time with staff mem
bers in exhibit preparation areas and observe 
visitors interacting with the museum’s teach
ing exhibits. Many copied Exploratorium- 
designed exhibits for their own museums 
and science centers, and the museum pro
moted this kind of borrowing by preparing 
instruction sheets for building 134 of its 
exhibits. As the reputation of the Explora
torium’s novel approach grew, the number 
of informal observers and borrowers in
creased dramatically. And while their expo
sure to the Exploratorium’s approach was 
beneficial, their contact was necessarily 
limited in depth and focus.

Ten years ago the Exploratorium initi
ated a more formal program for disseminat
ing information about its unique methods. A 
grant from the Fund for the Improvement



Electricity Conference
Frank Oppenheimer, late director of the 

Exploratorium, talked about the museum he 
created as “a woods of natural phenomena” that 
people first explore, and then want to study the 
“trees” to get the explanation. But the phenom
enon of electricity proved tough to put on ex
hibit. With electricity exhibits he observed:

It isn’t just the explanations which are 
hard, but we haven’t been able to build 
exhibits in which people like the trees.
This is, I think, one of the problems.
With light, with sound, even with 
mechanics, we’ve done things that peo
ple really enjoy. But with electricity ex
hibits, [visitors] do everything we tell 
them to, and they shrug their shoulders.
Seeing a meter move doesn’t excite 
anybody. It’s not something they give a 
damn about after they’ve done it.
To address the challenges faced by those 

teaching about electricity in schools and 
museums, the Exploratorium held a three-day 
conference in November 1984 to explore ways 
of building better electricity exhibits. Forty- 
three people participated in the confer
ence—twenty Exploratorium staff members 
and twenty-three science historians, teachers, 
museum directors, writers, artists, and electrical 
engineers. The group included Nobel Prize
winner Luis Alvarez and MIT cosmologist 
Philip Morrison.

The format of the meeting was as intriguing 
as its subject. Primary emphasis was placed on 
brainstorming and generating ideas, as partici
pants discussed the substance and interesting
ness of electricity. The conference began, for in
stance, with participants recalling their first en
counters with electricity and trying to explain 
how their own interest and fascination had 
begun. A historian of science remembered cre
ating “elaborate panel displays. . . with lights 
that would go on and off and switches all over

the place.” A director of programs and exhibits 
in a science museum had discovered that his 
Lionel train set was designed so beautifully he 
could make circuit tests with it; he ex
perimented with completing circuits and short
ing the transformer to see how long it took to 
get hot. As one participant concluded, “A lot of 
people got interested because their first ex
periences with electricity involved having 
fun—blowing things up, melting things. And it 
seems to me that that kind of thing has to be in 
exhibits to provide the attraction.”

The Exploratorium is known for its com
mitment to building exhibits that promote visi
tors’ innate curiosity about natural phenomena, 
and conference participants identified the chal
lenge of developing good electricity exhibits as 
finding ways to get people asking their own 
questions about the phenomenon. During the 
three days participants generated as many as 
fifty ideas for electricity exhibits. They ranged 
from presenting small, simple motors that visi
tors can imagine building themselves, to offer
ing historical examples of the first steps man 
took in recognizing and comprehending electric-
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ity, to constructing a “Rube Goldberg affair in 
which visitors can build electrical connections in 
different ways.

“By the end of the conference,” writes 
Cary Sneider of the Lawrence Hall of Science in 
Berkeley, California, “I was convinced that an 
effective new exhibit must combine two goals. It 
must teach some fundamental science concepts 
while demystifying technology for the general 
public.” He outlined an idea for a new exhibit. 
“Imagine,” he says, “a large table with a map of 
California. Near the center is a model of a town 
that lights up. Around the periphery are several 
power-generating systems, each corresponding 
to actual power plants in the state.” The units 
will each include an electric generator, so that 
power generation, operated by visitors, will be 
“real.” Set around the power system will be

interactive exhibits explaining aspects of elec
tricity demonstrated in the central display. ‘In 
summary,” Sneider writes, the central exhibit 
will address visitors’ questions about where elec
trical power in the state of California comes 
from.”

Staff members from other museums are us
ing ideas from the conference as they plan ex
hibits that invite visitors to “get comfortable 
with electricity” and work on a prototype of 
electric currents with the wires removed. More 
important than specific exhibit ideas, however, 
was the conference’s focus on visitors and 
curiosity. The focus directly addressed the great
est challenge facing exhibit developers in all 
kinds of museums—finding, and then present
ing, that essence of a subject which humans find 
irresistible.



of Post-Secondary Education (FIPSE) sup
ported an effort to introduce college teach
ers to the idea of teaching science through 
exhibits. During summer workshops, teach
ers learned about the Exploratorium’s aims 
and joined its staff in developing exhibits. 
More than half of these interns designed 
major exhibits during their tenure and 
returned to their schools committed to 
exhibit-based, experiential teaching as a 
result of their own firsthand experience with 
the Exploratorium’s approach.

In 1979 the Exploratorium received a 
grant from the W.K. Kellogg Foundation 
and was thus able to extend its efforts to 
reach out to members of the museum com
munity. Known as the Dissemination Pro
gram, the Kellogg Project at the Explora
torium offered the first opportunity for 
museum professionals to participate in an 
organized, in-depth study of the Explora
torium’s organizational structure, its exhibit 
development process, and the ways by 
which it realizes its dedication to education 
and teaching. Between 1980 and 1984, 125 
museum professionals (81 from the United 
States, 44 from other countries) studied at 
the Exploratorium during two-week or 
longer residencies. Central to these residen
cies was an exposure to the Exploratorium’s 
philosophy of teaching and principles of ex
hibit development. That philosophy is most 
evident in the process of decision making 
and exhibit building that takes place among 
Exploratorium staff, a process that is not 
best communicated through instruction 
sheets for replicating an Exploratorium- 
designed exhibit.

Through participation in the Kellogg 
Dissemination Program, museum profes
sionals worked with the Exploratorium’s 
decidedly creative staff, examined the con
ceptual foundations of this distinctive 
museum, learned its philosophy, and deter
mined which of its elements were appro
priate to their own museums. In this way 
the Exploratorium’s innovative approach is 
now influencing the work of museum pro

fessionals in hundreds of museums around 
the world.
Elements of Good Teaching Exhibits: 
The Exploratorium’s Message

Frank Oppenheimer’s brilliant insights 
and noble aspirations form the basis of the 
Exploratorium’s special contribution to edu
cation and to museums. “The whole point 
of education,” he observed in accepting the 
Distinguished Service to Museums Award in 
1982, “is to transmit culture, and museums 
can play an increasingly important role in 
this process.... It is a mistake,” he went on, 
“to think that preserving culture is distinct 
from transmitting it through education.... 
Whether they like to admit it or not, cura
tors are educators.”

Oppenheimer had a distinguished 
career as a scientist and teacher before he 
turned his attention to creating a museum. 
His experience with teaching and cur
riculum development undoubtedly influ
enced his insistence that museums should 
produce exhibits that teach and, taken as a 
whole, present a well-conceptualized cur
riculum. His genuine love of science and 
devotion to education led him to seek out 
science museums all over the world, and his 
encounters with those museums—both posi
tive and negative—shaped the Explora
torium. Visits to the Science Museum in 
South Kensington, London, in 1965 first 
made him aware of the kind of facility the 
United States lacked. The children’s room in 
the basement inspired his commitment to 
allowing play in the museum and to stimu
lating visitors to ask, “What would happen 
if... ?” Demonstrations by college students 
at the Palais de la Decouverte in Paris sug
gested the Exploratorium’s Explainer Pro
gram, in which high school students spend 
afternoons at the museum answering visi
tors' questions about exhibits and the con
cepts they teach. A chance encounter with 
a museum technician actually using a ma
chine on display at the Deutsches Museum 
in Munich was the inspiration for placing



the Exploratorium’s machine and carpentry 
shops in open view to the public.

From his wealth of experience and 
years of perceptive observation, Oppen- 
heimer developed a philosophy of exhibit- 
based teaching. This is what the Explora- 
torium staff teaches in the museum’s 
Kellogg Dissemination Program.

Museums should be organized around 
central themes. Each museum should be 
built around a theme, or rationale, that 
relates to what it can teach the visitor. Tradi
tional categories like art, science, or history 
are not sufficient to serve as themes, for 
they are based more on collecting practices 
than on teaching concepts. Themes that in
vite the visitor to explore an idea or process 
important to human life provide a much 
sounder basis for learning.

Because perception is fundamental to 
science, the Exploratorium has chosen per
ception as its unifying theme. Perception in
vites visitors to compare different responses 
and to recognize that understanding science 
is understanding process and not simply 
possessing a set of right answers. Because 
perception is so central to the way human 
beings experience phenomena, the presenta
tion of ideas about perception necessarily in
volves nonscience people in the process of 
science.

Perception is not the only possible 
organizing concept for a museum. A history 
museum, for example, might achieve focus 
and educational enrichment by working with 
themes like national or ethnic identity or the 
nature of historical “truth.” A science arcade 
might organize exhibits around the themes 
of vibration or the human body. Creative ex
pression or differing views of “beauty” 
might be appropriate organizing themes for 
an art museum dedicated to public educa
tion. Themes like these, which relate to 
ideas the museum can encourage its visitors 
to explore, help assure that the museum is 
achieving its educational function.

Exhibits should not stand alone; each 
should be developed as part of a larger cur
riculum. Typically, museum exhibits are 
built around objects and collections. At the 
Exploratorium, they are built around ideas 
and phenomena. Each exhibit is an element 
in the museum’s overall theme, contributing 
to a visitor’s understanding of a concept that 
is built upon as he or she progresses through 
the museum. The exhibits work together to 
help the visitor see patterns among seeming
ly disparate phenomena and identify recur
ring instances of the same phenomenon in 
different forms. Some concepts are complex 
and require demonstration at a number of 
levels. The idea of reflection, for example, 
can be studied at the Exploratorium in as 
many as eighteen different exhibits. There 
are many different starting points and 
pathways to see the interconnection of 
ideas. The Exploratorium does not have one 
“right way” to go through the museum, thus 
no one right way to learn.

This idea of an exhibit curriculum chal
lenges museums at their very base. It means 
more than increasing the number of exhibits 
on a given topic. It means that the entire 
staff must understand both the concepts 
around which the exhibits are built and the 
theories about the ways people learn that 
must inform them. These understandings 
profoundly alter the exhibit planning proc
ess. They demand that museum profes-



sionals be educators as well as collectors and 
curators.

Where do you start in trying to explain 
a concept in an exhibit? What must be 
known before another point makes sense? 
What is the best analogy that might be used 
to aid understanding? These are the ques
tions that influence exhibit development 
when the task is approached from an educa
tional perspective. Seeing museum exhibits 
as part of an overall curriculum requires an 
understanding of concept formation and a 
willingness to try a variety of exhibit stra
tegies to accommodate differences in learn
ing styles.

Exhibits should be designed to incor
porate process as well as subject matter. 
Good exhibit development requires a spirit 
of creativity, experimentation, and—as the 
Exploratorium staff would say—“fiddling 
around.” Interesting exhibits come about 
when people with a variety of perspectives 
are involved in their development and when 
they allow their own questions and fascina
tions to guide their efforts. The Explora- 
torium’s organizational structure serves its 
exhibit development process well. Staff 
members are hired for their ability to coop
erate and collaborate and for their demon
strated love of tinkering with ideas. The 
museum’s internal organization recognizes 
no rigid departmental territories; staff 
members work together on exhibit ideas 
with no division of labor by research, design, 
or interpretation tasks. Staff morale is high 
because of these opportunities to explore, 
test ideas, and create new exhibits with 
equally inspired co-workers.

Visitors are invited to participate in the 
process of exhibit design as well when the 
staff place a prototype, or “first draft,” of an 
exhibit on the museum floor to see how 
visitors interact with it. In fact, at the 
Exploratorium, an exhibit is never really 
“finished.”

Nowhere is the process of exhibit design 
taken more seriously than at this museum.
At other museums the focus is on research

ing an exhibit’s content and securing the 
finest examples of objects available. These 
are certainly noble aims, but the Explora- 
torium’s system suggests that attention to 
principles of teaching and communication 
needs to be added to exhibit development 
efforts.

In 1981, with partial funding by Kel
logg, the Exploratorium joined with the 
Association of Science-Technology Centers 
(ASTC) to hold a conference on exhibit 
development attended by 250 museum pro
fessionals. The Exploratorium staff were sur
prised by the fundamental questions about 
the process still plaguing those designing 
museum exhibits. “As a result of this confer
ence,” one staff member said, “it is clear 
that the topic of exhibit conception, peda
gogy and development is still in its infancy, 
although the art and techniques of exhibit 
design have been practiced for decades. 
There is still much to discover, study, and 
share.”

Exhibits should be interactive. At the 
Exploratorium visitors do not just pass in 
front of exhibit cases and look at objects; 
they actively participate in the learning pro
cess. These “hands-on,” or interactive, ex
hibits are designed to involve the visitor’s 
mind and body.

Since its beginning the Exploratorium 
has been the standard bearer for interactive 
exhibits in science museums, and these 
kinds of exhibits are currendy quite fashion
able. Unfortunately, some are not more than 
vacuous opportunities for visitors to push 
buttons, ring buzzers, and flash lights. At 
the Exploratorium the visitor is engaged in 
more meaningful ways, and, in fact, the ex
hibit is simply not complete without the 
visitor’s active participation. An exhibit on 
the cardiovascular system, for example, is 
built around observations and recordings of 
the visitor’s own heart rate. Designing each 
exhibit with the visitor in mind is a key ele
ment in perceiving the entire set of exhibits 
as a curriculum built around a teaching 
theme.



Exhibits should be built around actual 
phenomena and real things and should con
front, rather than disguise, complexity. 
Human beings are attracted to actual events 
and real things. Indeed many believe that 
the opportunity to see real things is at the 
heart of the fascination of museums. A pic
ture of a tiger is no substitute for a real 
tiger. Whistler’s painting of his mother must 
be seen to be appreciated, and nothing 
speaks more eloquently about slavery than 
shackles worn by a man with a name.

It is often assumed that museums have 
to simplify their lessons to be understood by 
naive and uninitiated visitors. Exploratorium 
exhibits dispute this assumption by present
ing the full complexity of natural phenom
ena instead of clean diagrams or simplified 
constructs. Real things, the Exploratorium 
staff believe, have an unmatched capacity to 
stimulate genuine appreciation and a desire 
to know more. Thus an exhibit on eye 
physiology does not simply outline in dia
gram form but includes a dissection of a 
cow’s eye. Observers report that visitors not 
only learn how an eye works but come away 
from this exhibit with a new curiosity about, 
and even a delight in, the physical miracle 
of life.

The Exploratorium's use of real phe
nomena has implications beyond encour
aging other science museums to do the 
same. It suggests that museums, especially 
those outside of science, might present the 
nuances, complexities, and even paradoxes 
related to their collections instead of simplis
tic interpretations of them.

Exhibit displays should not call atten
tion to themselves. At the Exploratorium, 
phenomena are center stage, and they are 
never asked to compete for attention with 
the accoutrements of their display. The ex
hibits resemble laboratory tabletops where a 
scientist is in the midst of an ongoing ex
periment. The “unfinished” look entices 
visitors to experiment. The hope is that 
when visitors exclaim, “Oh, how beautiful!”

they will be talking about the quality of 
refracted light or the ingenuity of the ner
vous system and not about the design of the 
exhibit. After all, say the staff members, the 
process of creating teaching exhibits is not a 
decorative art.

Some people fault the Exploratorium’s 
apparent lack of concern for an exhibit’s 
appearance, arguing that the unfinished, 
eclectic ambiance of the museum defeats 
efforts to focus visitor attention on beauty. 
The Exploratorium staff respond that the 
beauty resides in the rhythms, patterns, and 
variations in nature and not in the cases or 
hallways holding exhibits. Exhibits that are 
unfinished are more accessible to visitors, 
they contend, and the spirited way visitors 
interact with these unarguably approachable 
exhibits confirms their contention.

The links between art and science need 
to be made clear. The process of accepting 
nature’s inherent complexity and looking for 
connections among phenomena extends to 
overall museum programming and is evident 
in the Exploratorium’s efforts to identify the 
underlying similarities between science and 
art. From its beginning the Exploratorium 
has used the observations of scientists and 
the vision of artists as a means for getting at 
its organizing theme—perception.

In a program unique among science 
and art museums, the Exploratorium has 
since 1974 invited four to six artists each 
year to work with its staff and to produce 
original works for the museum that inspire 
discovery of the subtle connections between 
art and science. These works now stand in
terspersed among the didactic exhibits on 
the museum floor. Some demonstrate scien
tific principles; others present an artist’s 
perspective on the materials and methods of 
science. Video artist George Bolling, for ex
ample, prepared a real-time broadcast of the 
Pioneer satellite’s five-day approach and 
orbit of Jupiter to demonstrate the new 
ways it enabled the scientist and the artist 
to see.



Even music and language are clearly 
subjects related to the curriculum of this sci
ence museum. Poet Muriel Rukeyser, for in
stance, applied her language skills to label 
copy and organized a series of readings in 
which scientists and poets explored the ways 
language conveys imagery, experience, and 
ideas for both literature and science. Through 
her influence the Exploratorium developed 
a series of exhibits on the topic.

The Exploratorium’s particular vision of 
the connection between art and science is 
exemplified in a project conceived and ex
ecuted by video artist Edward Tannenbaum, 
titled Discernibility’. Using a touch control 
panel, video camera, and video monitor, 
visitors design video sculptures in which 
they are the created image. By playing with 
the touch control panel, visitors vary the 
quality, range of shading, and level of 
abstraction of the image.

The Diffusion of 
Exploratorium Innovations

As Exploratorium residents return to 
their museums and duplicate Exploratorium 
approaches and techniques, elements of 
Exploratorium innovations are being dissem
inated throughout the world. As one resi
dent explained, “The Exploratorium is 
wholesale, not retail. It exists for other 
science museums and science educators.” 
The Exploratorium has emerged, in fact, as

a prototype museum, one that is in the fore
front of research on exhibit design processes 
and the creation of original exhibits and pro
grams that are studied and used by other 
museums.

Copies of Exploratorium exhibits are 
now in museums everywhere. Some were 
duplicated by former residents; others have 
been built from 134 detailed construction 
“recipes,” or instruction sheets, outlined in a 
series of Exploratorium publications called 
Cookbook I and Cookbook II. The cookbooks 
are designed as a source of exhibit ideas, and 
they illustrate, by example, the techniques 
of interactive exhibit construction. Each 
recipe has annotated drawings, diagrams, 
and sufficient notes to enable the reader to 
construct the exhibit. A third cookbook, to 
appear in 1987, is being prepared as part of 
the Kellogg Dissemination Program and will 
expand the scope of the series by describing 
the pedagogical value of the exhibits. In an 
effort to preclude thoughdess replication, 
recipes in this third volume will include in
formation about the interrelationship of ex
hibits and the importance of creating a 
group of exhibits on a single topic.

Even more important than the specific 
exhibits and programs residents took with 
them from the Exploratorium and dupli
cated in their own museums is the way 
exposure to the Exploratorium has chal
lenged conventional views of the educa
tional responsibility of museums. As an ex
hibit development research facility, the 
Exploratorium afforded residents oppor
tunities to study new approaches to exhibit 
design, and the results have been remark
able. Residents reported that, for the first 
time, they came to understand what it 
means for an exhibit to be effective. Ac
curacy and appeal are not enough; an ex
hibit must teach.

Residents also spent considerable time 
watching people interact with Explora
torium exhibits. They began to develop 
ideas about how people learn in the mu
seum. Chief among their discoveries was 
that the quality of learning is positively



Science Place
The village of Barrington, Illinois, is about 

to have its first science museum—the brainchild 
of two local high school teachers. Chris 
Chiaverina, a physics teacher at Barrington 
High School, visited the Exploratorium in San 
Francisco and came away from the experience 
with an idea to create a science resource center 
back at school. Together with his colleague, 
Glenn Leto, a biology teacher, he imagined the 
hallways of the high school filled with exhibits 
that passing students would find intriguing.

At the beginning of the 1981-82 school 
year these two teachers presented their idea to 
science club members who enthusiastically en
dorsed the plan. By October the students had 
built fifteen science exhibits and set them up in 
the hallways for parents’ night. The general stu
dent body showed interest in the exhibits, too, 
but as the size and number of exhibits grew, 
Chiaverina and Leto feared they might be 
“creating a monster.”

Based on the exhibits’ initial success, the 
teachers made a more formal proposal for the

opment of a school system science museum to 
be caUed “Science Place.” They bought two 
Exploratorium cookbooks and planned exhibits 
for a mini-wing of their museum. Their focus 
was ideas of light, so they called their collection 
of exhibits “For Your Eyes Only.” Thus began 
the school’s relationship with the Explora
torium. Students called San Francisco with 
questions as they constructed the exhibits, and 
they were encouraged by the support of the 
Exploratorium staff, as some local people 
thought the new museum might be no more 
than a science fair of shadow boxes with cutouts.

The high school students and their teachers 
were so enthusiastic, and called the Explora
torium so often, that Sally Duensing, assistant 
director of the museum, took interest in them 
and visited the school during a trip to the 
Midwest. She was greatly impressed with the 
quality and inventiveness of the students’ ex
hibits, and she subsequently offered Glenn Leto 
an invitation to an Exploratorium residency.

The invitation proved pivotal to the sub
sequent development of Science Place. It 
“turned a lot of heads” locally and the profes
sional recognition given this teacher afforded 
the project credibility and prestige. Since then 
the two teachers have returned to the Explora
torium and were granted a sabbatical during 
spring 1985 to see what they could make of 
their Science Place idea. During their travels to 
the Northwest and Canada that year, they were 
advised again and again that they needed a per
manent place for their exhibits if they were to 
build support. Until now, exhibits were set up 
in the school gym for one week a year.

The school district has now made a com
mitment to find a temporary place for Science 
Place. The village of Barrington is about to ap
prove an occupancy permit for 10,000 square 
feet of office space. For a six-month period 
Science Place will become a reality—and it will 
take one more solid step toward becoming a per
manent institution in Barrington.



related to an exhibit’s ability to reveal 
the inner workings and intricacies of 
phenomena. New summer residencies are 
held concurrently with the museum’s 
teacher workshops. Exploratorium exhibits 
are the centerpiece for these intensive 
teacher-training programs. Experienced 
teachers learn about science, and residents 
see how all programs at the Exploratorium 
relate back to the exhibits on the floor.

Toward the end of their two weeks, the 
residents found themselves thinking about 
how the total museum environment either 
encourages or frustrates visitor participation 
and learning. At first some had been both
ered by the unfinished look of the Explora- 
torium’s exhibits. As one resident remarked 
shortly after his arrival, “No one told me it 
was a strange, black, ugly building.” This 
“museum in the raw” with its unfinished ex
hibits and lack of easy answers forced resi
dents to probe deeply to understand its suc
cess. They often assumed the posture of 
visitors as they approached an exhibit and 
asked, “What is this?”

And in doing so, they exemplified why 
the Exploratorium’s exhibits work. Their 
unfinished appearance invites inquiry and 
makes participation easy. “People feel they 
can beat up on the exhibits and they won’t 
hurt anything,” observed one resident while 
touring the museum floor. The ad hoc 
appearance of Exploratorium exhibits is a 
brilliant realization of form suiting function.

Exposure to Exploratorium exhibits 
forced residents to consider their own 
museum’s exhibits against radically different 
notions of exhibit development, intent, and 
appeal. And while many still feel that the 
experimental climate at the Exploratorium is 
not necessarily appropriate to their museum, 
nearly all came away with new ideas about 
the relationship between exhibit form and 
function. “Often our exhibits look like pin- 
ball games rather than experiments,” re
flected one museum professional, “and that 
is a product of being over finished.”

The Exploratorium staff recently had 
an opportunity to examine the relationship

between form and function as several of 
their exhibits were on view at the IBM 
Gallery of Science and Art in New York 
City in spring 1986. A decidedly decorative 
dimension was added to the exhibits for the 
occasion, and the staff discovered that con
text is everything when making design deci
sions. No function was sacrificed for the 
sake of the slicker and more congruent look 
to the exhibits at the IBM Gallery, and they 
worked just as well—in this setting—as the 
“unfinished” exhibits work at the Explora
torium. During three months, 288,000 peo
ple visited the Exploratorium exhibits at 
IBM. They spent a lot of time with them 
and were actively engaged in experimenting.

Museum professionals exposed to the 
Exploratorium through the Kellogg Dissem
ination Program left their residencies with a 
strong conviction that good exhibits are 
those that teach something important in an 
engaging way. One resident summarized his 
new ideas by describing the best kind of ex
hibit as one that demonstrates “a beautiful, 
sensuous phenomenon. It's rich in variation. 
It’s one of a series. It promotes visitor shar



ing and teaching. You do the exhibit for 
yourself.” His final comment recalls Oppen- 
heimer’s oft-quoted speculation that per
haps each of us is in some way everybody, 
and the surest way to delight others is to 
find what is a delight to ourselves and to the 
people we are fond of.”

The emphasis on self-fulfillment is 
incorporated into the Exploratorium’s 
organizational structure, too, and residents 
were especially impressed by the way it 
encourages self-exploration among staff and 
fosters the cooperative spirit that makes 
learning possible. “Underlying it all,” re
marked one resident, “is a joy of life and 
science.”

Many residents left the Exploratorium 
determined to find similar vehicles for devel
oping a spirit of give-and-take and experi

mentation in their own museums. Of course 
every museum cannot—and should not be 
the Exploratorium. As an institution devoted 
exclusively to public education, it can ex
tend the possibilities for learning in the 
museum in ways that are unique. At the 
same time, its democratic approach to ex
hibit development makes it a prototype. It 
serves as a reminder of the educational 
potential in all museums and provides a 
standard against which others can assess 
their efforts. The challenge for residents has 
been to find those elements of Explora
torium innovations that are right for them. 
And they do. The Kellogg Dissemination 
Program, though housed at a single museum, 
has increased the learning potential of all 
museums.
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Profile of Field Museum Project
► Title

Museums: Agents for Public Education
► Funding Date

May 1, 1982
► Nature of Programs

• “Museum Education: Strategies for Effective Programming/’ a workshop for 
museum educators on the importance of establishing mission statements, goals, 
and objectives for education departments
• “Exhibit Development: A Team Approach,” a workshop for teams of educa
tors, curators, and exhibit designers from museums interested in employing a 
team approach to exhibit development
• Chicago Educators Network, a collaboration among educators from Chicago 
cultural institutions and representatives from the Chicago Board of Education
• Field Museum Faculty Training Program, grants supporting self-directed 
professional development projects for members of Field Museum’s Education 
Department



► Participants
The education workshop has attracted educators from more than 150 museums 
in all regions of the country, and the exhibit workshop has been attended by 
teams of participants from another 77 institutions. Thus nearly four hundred 
museum professionals from all parts of the United States and Canada have parti
cipated directly in Field Museum Kellogg workshops. Though most participants 
represent history and natural history museums, participants have also come from 
art and science museums as well as from children’s museums, botanical gardens 
and zoos. Museums of 3-500 employees and annual operating budgets of 
$25,000-$215,000,000 attended these workshops. Most participants in the educa
tion work'shop have more than three years’ experience in the museum field, 
while those in the exhibit workshop, on average, have more than seven years’ ex
perience, and nearly half have more than ten years of museum experience.

The Chicago Educators Network involves ten Chicago cultural institutions 
and as many as twenty representatives of Chicago schools. Under the Faculty 
Training Program, nine members of Field Museum’s Education Department' 
traveled to some twenty-five museums in the United States and Canada, visiting 
nearly sixty colleagues to discuss specific museum education issues and programs.

► Geographic Reach
Though located in the Midwest, Field Museum’s Kellogg Project has attracted 
museum professionals from all regions of the United States. In the first year most 
workshop participants came from Midwestern states, but as the workshops 
became better known among museum professionals, they drew participants from 
all parts of the country. Records of attendance show that participants are nearly 
equally distributed across the American Association of Museums’ six regions— 
New England, Mid-Atlantic, Southeast, Midwest, Mountain Plains, Western— 
with slightly greater numbers from the Western and Southeastern states. Six 
Canadian museums have attended Field Museum workshops.

► Organizational Structure
Field Museum s Kellogg Project is directed by Carolyn Blackmon, chairman, 
Education Department, and coordinated by Teresa La Master. Staff of Field 
Museum’s Education Department serve as faculty for the education workshop, 
and members of Field Museum exhibit and curatonal departments serve as facul
ty for the exhibit workshop. Keynote speakers with particular areas of expertise 
from outside Field Museum address each workshop. All four elements of the 
Kellogg Project are administered through the museum’s Education Department.



According to its statement of pur
pose, Field Museum of Natural 
History in Chicago exists to pre
serve, increase, and disseminate 
knowledge of natural history and to convey 
both information about, and delight in, the 

natural world. To achieve those purposes, 
the museum acquires and preserves collec
tions, sponsors and publishes original scien
tific research, and educates through exhibits, 
lectures, and other media. Field Museum’s 
more than 13 million artifacts and speci
mens in anthropology, zoology, botany, and 
geology make it one of this country’s major 
research institutions with a long-standing 
reputation for excellence.

Field Museum serves audiences ranging 
from schoolchildren and the general public 
to scholars. In addition, the museum is a 
leading institution within the museum com
munity. Museum professionals turn to Field 
Museum staff, administrators, and trustees 
for counsel about collections care, gover
nance, fiscal management, and education 
programming. The Kellogg Project at Field 
Museum recognizes the museum’s leader
ship position. Called “Museums: Agents for 
Public Education,” it grew out of a proposal 
prepared by the museum’s Education De
partment and accepted by the Kellogg 
Foundation in 1982.

If the Exploratorium is a prototype, 
Field Museum is an archetype, a completely 
perfect museum in the classic sense. Its 
responsibilities to collect, preserve, research, 
and educate make it more typical of mu
seums generally than the Exploratorium, 
whose sole purpose is to educate. Because 
Field Museum embodies attributes common 
to so many museums, its Kellogg Project has 
the potential for widespread grassroots sup
port. It is designed to increase understand
ing of the responsibility to public education 
in the context of complex institutions, both 
large and small, that must find a balance 
among their responsibilities to collections, 
the advancement of knowledge, and public 
education. At the same time, Field Museum 
is currently expanding and formalizing its

commitment to education, and its Kellogg 
Project is a significant part of that effort.
And as befits an institution with a repu
tation for leadership, Field Museum, 
through its Kellogg Project, is sharing its 
development with hundreds of museum 
professionals.

The museum’s founders were commit
ted to public education, but like many great 
museums in this country, Field Museum’s 
reputation rests more on the quality of its 
collections and the original research con
ducted by its scientists. It was not until 
1969, seventy-six years after the museum 
opened its doors, that a formal department 
of education was established. Until then 
separate education programs were endowed 
by committed individual supporters and 
staffing was minimal. Twenty-four museum 
professionals now work to attract and serve 
a large and diverse audience. Today the 
Field Museum’s one million yearly visitors 
partake of a wide range of programs for 
schoolchildren, teachers, gifted and talented 
children, college students, scholars, and 
other adults. During its seventeen years of 
formal operation, the Education Depart
ment has sought to encourage and develop 
more effective visitor use of the museum, 
and it has achieved this goal by establishing 
one of the most comprehensive education 
programs in the country.

Field Museum has school tours, 
teacher-training projects, a school loan pro
gram, special summer classes for high-ability 
students, and a museology course for gifted 
high school students. Exhibits are supple
mented with lectures, festivals, audiovisual 
programs, performances, demonstrations, 
and workshops. The staff coordinate study 
trips to areas of biological and ecological 
interest for adults and families and manage 
two participatory exhibits in the museum. In 
addition they are responsible for a formal 
course for adults and museumwide recruit
ment and placement of all volunteers.

As these activities suggest, the scope of 
Field Museum’s education programming is 
unmatched. The demands of so large and



diverse a department require staff specializa
tion. Thus, rather than the education gen
eralist found in most museums, each Field 
Museum educator concentrates on a single 
area like teacher training, adult program
ming, or volunteer management. Because 
they handle so many programs and special
ties, together the staff have a breadth of 
accumulated experience invaluable to 
museum professionals who must perform 
similar tasks on a smaller scale.

But what sets this education depart
ment apart from many others are its efforts 
to give continuity to so far reaching a slate 
of programs. In 1977, the department was 
restructured in two divisions to provide 
more cohesive planning and better program 
implementation and evaluation. The Group 
Program Division is responsible for all edu
cational activities serving teachers and 
organized groups; the Public Program Divi
sion focuses on programs geared to the 
general public.

Sound management of public program
ming is the keystone of Field Museum's 
Education Department. It has led the way 
in recognizing that the future of museum 
education departments depends on a careful 
articulation of the departmental mission and 
related goals and objectives. This conviction 
arose from direct experience. As early as 
1978 the Education Department began to 
define the natural history concepts it would 
strive to teach through its programs. In 1982 
it began developing goals and objectives for 
the whole department and for each of its 
programs as part of the budget process. The 
activity forced the question of appropriate
ness of specific programs. Just because a 
program is successful, staff recognized, 
doesn’t mean it is appropriate for this 
museum with its given institutional purpose. 
While scores of public programs and dozens 
of audiences served are testimony to hard 
work and good intentions, what is needed is 
a clear sense of direction. A self-study pro
cess begun in 1984 led staff members to 
look more closely at Field Museum’s institu
tional mission and to design a department 
mission statement, goals, and objectives to 
guide its work.

Field Museum’s Department of Educa
tion, its mission statement explains, exists to 
interpret the museum’s focus on biology, 
earth science, and human history through its 
exhibits and collections. The department is 
to provide formal and informal learning 
opportunities by employing a variety of edu
cational strategies and formats that will:

• attract a diverse audience from a 
broad-based constituency;
• provide information that is current 
and in concert with accepted scientific 
theory;
• present the subjects of natural his
tory effectively and encourage inter
action, exploration, and discovery;
• promote awareness of our environ
ment to increase understanding and 
appreciation for nature’s interdepen
dence; and



• encourage lifelong learning in a 
museum setting.
This mission statement presents the 

purpose and responsibilities of the depart
ment in broad strokes. It is the four goals of 
the department that provide further guid
ance for decision making. The goals, devel
oped by staff consensus, state that the 
department will:

1. develop programs that involve ob
jects from the collections and relate to 
the subjects of exhibits at the museum;
2. emphasize public interaction with 
exhibits in the exhibit development 
process;
3. insist on a high-quality experience 
for the visitor and determine the num
ber of offerings in terms of the effective 
“carrying capacity” of the staff; and
4. stimulate participants in education 
programs to become active museum 
supporters.

A Focus for Change:
Field Museum’s Specialty

Field Museum does not present itself as 
an ideal education model, but its wealth of 
trusted experience, its vision, and its com
mitment to constant improvement make it a 
perfect focus for professional development 
and discussion of new education program
ming—goals that are the cornerstones of 
Field Museum’s Kellogg Projects.

Professional development. Over the 
years, Field Museum's Education Depart
ment has been recognized for its exceptional 
public programs. Like the Exploratorium 
staff, Field Museum’s education staff have 
long been regularly asked for advice by pro
fessionals around the country. The staff 
have always sought to be helpful, but now 
the Kellogg Project has given a focus to 
these informal efforts. The Kellogg grant has 
made it possible for the museum to serve a 
greater number of museum professionals 
and to place its practical advice within the 
framework of a philosophy of museum edu
cation. In addition to the Education Depart

ment’s development of its mission and goals, 
in 1982 museum staff were fresh from 
another learning experience. Installation of a 
new permanent exhibit, Maritime Peoples of 
the Arctic and Northwest Coast, marked the 
beginning of the museum s commitment to 
a team approach to exhibit development.
And while the team system was not flawless
ly executed this first time around, museum 
staff at the highest levels were committed to 
it in principle. Education staff were certain 
they had rich material to share with others, 
especially experienced museum professionals 
from small and middle-sized museums across 
the country.

Field Museum staff believe that knowl
edge, attitudes, and skills of professionals are 
central to effective and innovative program
ming, and their Kellogg Foundation Fellow
ship Program provides museum educators, 
curators, and exhibit designers with a well- 
organized series of workshops on museum 
education and exhibit design. In addition to 
conveying information and sharing ap
proaches, the workshops create an atmos
phere in which participants learn from one 
another and help each other understand the 
policies and practices of their institutions 
and their role within them.

Field Museum decided early on that it 
would take as its charge the training of 
future museum leaders. Those selected for



participation in its Kellogg Project work
shops are mid-level professionals committed 
to their careers. They are usually in posi
tions of middle management within their 
museums and active in professional circles 
outside their museums. Field Museum also 
sought the participation of experienced pro
fessionals from middle-sized and small 
museums in an effort to reach a core of 
leaders capable of shaping the profession 
from the grassroots up. Since 1982, 160 
museum professionals (representing 160 dif
ferent museums) have participated in Field 
Museum’s workshop on museum education, 
and another 240 individuals (from 80 mu
seums) have participated in its workshop on 
the team approach to exhibit design. As in
tended, these 400 Field Museum Kellogg 
Fellows have had a wide range of influence.

Field Museum works hard to track the 
impact of the workshop on participants and 
their institutions through postworkshop 
evaluations three and nine months after the 
participants return home. These evaluations 
show that the learning from Field Museum’s 
Kellogg workshops has far-reaching effects. 
For example, evaluations from the 1984 pro
gram show participants return to their insti
tutions as stronger leaders—more articulate 
and informed, and with renewed confidence 
and commitment to their museums. They 
began new programs and projects, were able 
to develop overall program plans with goals 
and objectives, established exhibit teams, 
clarified their roles within their institutions, 
increased interdepartmental communication, 
and performed more exhibit and program 
evaluation. Several participants shared the 
knowledge gained at the Kellogg Project at 
regional and national meetings. More impor
tant, participants shared what they learned 
with colleagues at their institutions—an 
estimated two hundred persons within their 
departments, and more than two thousand 
within their institutions. These are all in
dicators of strong network building, and as 
this ripple expands, Field Museum’s philos
ophy and approaches are reaching into all 
comers of the museum community.

Museum education programming. The 
Kellogg Project at Field Museum has also 
been shaped by the staffs belief that mu
seums are underused education resources 
—a contention especially intriguing from an 
institution with one million yearly visitors,
40 percent of whom have a structured learn
ing experience in the museum. Obviously 
Field Museum staff are not making a simple 
observation about museum attendance 
figures; they are raising questions about the 
overall quality and extent of museum educa
tion programming. The general public, they 
argue, could learn more during museum 
visits. People need to be informed about 
how to use museums, and schools and 
museums have not yet realized their poten
tial for collaboration. The quality of 
museum education will be improved, they 
insist, not by doing more of the same but by 
developing new directions.

Role clarification, redefinition of goals, 
attention to audience, examination of orga
nizational structures, and new systems of 
communication form the keystone for all 
four components of Field Museum’s Kellogg 
Project. The education workshop directs 
professionals toward fresh conceptual frame
works and planning strategies. The exhibit 
workshop is an in-depth examination of con
tent and personnel considerations reshaping 
the exhibit development process into a team 
approach. Museums and schools are opening 
new lines of communication through the 
Chicago Educators Network, and Field 
Museum staff have enhanced their work by 
establishing links with colleagues in other 
museums through Faculty Training Program 
grants and the Kellogg workshops. It is the 
lessons embedded in these activities that are 
the contributions of Field Museum.
Museum Education Workshop:
Strategies for Effective Programming

Field Museum's philosophy of museum 
education recognizes the centrality of the 
object, is dedicated to stimulating problem 
solving, and emphasizes the inductive rea
soning involved in moving from single ob-



jects to larger, more abstract concepts. 
Learning in the museum, the staff believe, is 
grounded in two study methods—examining 
and comparing specimens and objects to 
ascertain specific identities, and using con
ceptual frameworks to examine and inter
pret natural phenomena, artistic products, 
and material culture. The job of museum 
educators is to focus visitors’ attention on 
objects so that they might, through close 
examination, achieve some new awareness 
about nature, a culture, and themselves. 
Under pressure to produce a large number 
of programs, often with a volunteer and 
minimally trained staff, most museum 
education efforts miss opportunities for 
stimulating enrichment and personal growth 
among visitors, and that is what Field 
Museum aims to rectify.

Recognizing the need to move beyond 
a “bandwagon” approach to planning public 
programs, Field Museum emphasizes the 
importance of every education department’s 
developing its own mission statement and 
set of goals and objectives. But there is a 
discrepancy between Field Museum’s desire 
to assist museums in the development of 
coherent, conceptually sound programming 
and the current expectations of educators. 
Most fellows come to the Kellogg education 
workshop hoping to get new program ideas, 
find solutions to problems they have with 
existing programs, and learn about market
ing and outreach strategies that will increase 
their audiences. However, they welcome the 
opportunity to discuss large issues—the 
values and assumptions behind their activ
ities—because at their museums they have 
neither the time nor an appropriate forum 
for that kind of discussion.

The workshop is evolving into a profes
sional training program with two distinct 
dimensions. One is providing assistance and 
support on a practical level, and the other is 
getting people to examine the principles, 
concepts, and philosophies underlying their 
work. Recent workshops have featured key
note speakers on topics like developmental 
psychology and learning theories. Through

activities, readings, and discussion, par
ticipants confront issues such as: What is 
the “something special” communicated by a 
real object that cannot be found in a fac
simile? How do exhibits communicate?
What are the perceptual and inductive skills 
necessary to successful museum learning, 
and what can education programs do to 
develop those skills? What ways do people 
learn, and how can the museum be certain 
that its offerings are varied enough in pre
sentational style to serve different learners?

For many participants the discussions at 
Field Museum’s Kellogg workshops are the 
first time they have ever talked about these 
issues. Most museum educators are bogged 
down by the heavy practical demands of 
program implementation and rarely get the 
opportunity to explore the theoretical and 
conceptual dimensions of their work. The 
staff are confident that their efforts to ele
vate the quality of thinking and discussion 
about museum education will improve prac
tice. By stressing that long-term planning 
based on a departmental philosophy and 
mission is the key to quality programming, 
they have begun to cut through to more 
conceptual issues. Participants report that 
one outcome of the workshop is an under
standing of the importance of planning as a 
management tool and conceptual undergird
ing for decision making. They are being 
intellectually challenged and stretching to 
think of education in the museum as some
thing more than special programming.
Exhibit Development Workshop:
A Team Approach

A formal role for the museum educator 
is the most innovative component of Field 
Museum’s team approach to exhibit design. 
Through its Kellogg workshop on this topic, 
the museum showcases its team structure— 
presenting it not as a fait accompli but as a 
work-in-progress.

There is nothing startingly new about a 
team approach to exhibit design. It is based 
on the premise that several areas of exper
tise are essential to building good exhibits;



Solidifying a Professional Mission
“It was wonderful to see that everyone was 

having the same troubles we faced with the 
team approach to exhibit development,” admits 
Richard Kool, education officer at the British 
Columbia Provincial Museum in Vancouver. He 
and a curatm from the museum attended Field 
Museum’s Kellogg workshop on exhibit devel
opment in 1983 as they prepared to plan several 
natural history exhibits. They hoped to find out 
how others responded to the resistance they 
were encountering to a team approach.

Living “out on the edge of the world on 
the island of Vancouver,” Kool appreciated the 
opportunity “to get into the middle of North 
America” and see w'hat people are thinking and 
doing. He discovered that others shared his con
cerns about museum education. While in

Chicago, he organized informal breakfast 
meetings for museum educators. He found the 
planned workshop activities useful, but the real 
strength of the curriculum, he concluded, was 
its flexibility. Instead of submitting to a rigid 
structure, museum professionals were encour
aged to “create their own curricula” in formal 
and informal discussions. Kool calls his week in 
Chicago one of the best professional sessions he 
ever attended and attributed its success to being 
surrounded by smart people from Field Mu
seum and other museums. “It helped me,” he 
says, “solidify thoughts I’d had for a long time.”

Interactions with colleagues and Field 
Museum staff were so stimulating that Kool 
drafted an essay capturing his thoughts as he 
flew home to Canada. Chief among his con-



cems was the historical legacy of museum 
education. The difficulty in implementing a 
team approach to exhibit development, he 
realized, is a problem of role definitions. 
Educators meet with resistance as they join 
teams because they are perceived as second-class 
citizens in a museum world populated by cura
tors and researchers who have unquestioned 
content expertise. The domain of education— 
concern for visitor experiences—has not been 
valued as highly as knowledge of art, anthro
pology, science, and history.

The result, Kool argues, is that museum 
educators have created “parallel empires” in 
museums. They have vast numbers of school- 
children coming to their programs, but they 
rarely participate in the “real” work of the 
museum. Thus, when budgets get tight, educa
tion—because it is not perceived as central to 
the museum’s operation—is often first to be 
cut. Underlying this analysis is Kool’s recogni
tion of the widespread assumption that museum 
educators usually don’t have an important con
tribution to make. In exhibit planning, for in
stance, curators provide knowledge about an 
exhibit’s subject, and exhibit designers know 
how to make it “look good.” Senior administra

tion takes the view that curators and designers 
ought to be able to create exhibits themselves; 
involving educators in the process would only 
make it unnecessarily complicated and long.

Knowledge of object-based learning is, in 
fact, still in its infancy. Exhibits are evaluated 
only in terms of their accuracy and esthetic 
qualities. Kool cites the example of an exhibit 
that “looked gorgeous from fifteen feet” and 
won important design awards. The problem was 
that visitors could not read exhibit labels: they 
had been screened onto plexiglass suspended 
away from the wall, and the shadows they cast 
made them illegible. Curators care about the 
research behind an exhibit; designers work for 
an effective overall appeal; but, in Kool’s words, 
“nobody is concerned with what happens up 
close at an exhibit.”

The way to break this cycle, Kool proposes, 
is for educators to bring their own “secret 
knowledge” to the task of developing exhibits. 
Educators need to create an area of expertise. 
The museum world needs to know- more about 
the education content of exhibits, and this will 
require additional research about audiences, 
learning, and exhibits. The educator can then be 
the team member who applies insights from en
vironmental psychology, cognition research, and 
perception studies to the making of successful 
exhibits. Concern for the ability of an exhibit to 
communicate and teach should be the respon
sibility of the museum educator.

Kool is now redefining his position at the 
British Columbia Provincial Museum. The 
Education Department has been eliminated; 
that gives him the opportunity to find a place 
for himself—and education—within the institu
tion as a whole. He approaches this task know
ing that his views are shared by other museum 
educators—people he is still in touch with since 
his week at the Kellogg workshop in exhibit 
development in Chicago.



the traditional emphasis on content, which 
put exhibits exclusively in the domain of 
curatorial staff, is not sufficient. Field 
Museum is offering a new perspective on 
the method by focusing not on its worth but 
its workability. Incorporating the practical 
focus is welcome because, while a team ap
proach to exhibit design is often accepted in 
theory, it is hard to put into practice. As one 
participant in Field Museum’s exhibit work
shop expressed it, “The introduction of a 
team approach to exhibit conceptualization 
and design is a practical problem that at this 
point works mostly in theory only. Imple
mentation seems more the issue.” And 
implementation is precisely what the 
Kellogg Field Museum workshop stresses.

Participants in these workshops recog
nize from the outset that the team approach 
is about process. They come from their 
museums in teams of three, and success 
depends on the willingness of these individ
uals to identify a set of shared goals and, 
finding the appropriate balance of respon
sibilities, to work together to achieve them. 
To help teams work together. Field Mu
seum staff make a useful distinction be
tween working as a committee to guide an 
exhibit and working as a team to create an 
exhibit. A committee, they say, is any group 
of people that works to accomplish some 
end. On a team, however, the mix of people 
is crucial. There are particular areas of 
expertise that must be represented, and indi
vidual team members have a responsibility 
to represent a particular point of view. 
Majority rule and reliance on positions of 
authority are not the interaction styles for a 
team; compromise and collaboration are.

The team approach deserves the atten
tion of museums, Field Museum argues, 
because it is an organizational scheme con
sistent with the museum’s dual responsibil
ities to collections and public education.
Yes, it is a slow way of doing exhibits, re
quiring many voices and much conversation. 
But that’s exactly what is needed, say Field 
Museum staff, to achieve the best inter
pretive exhibits. It is by using a team ap

proach to exhibit development that mu
seums are most likely to communicate effec
tively with their audiences. For its team ap
proach Field Museum specifies three kinds of 
expertise and accompanying responsibilities:

Curator: The curator provides the 
scholarly expertise based on knowledge 
of the collection. As subject matter spe
cialist, the curator is responsible for 
establishing the overall concept of the 
exhibit.
Designer: The designer is responsible 
for the visual appearance and coher
ence of the exhibit. The designer’s 
expertise assures that the exhibit mate
rial is set out in an appealing, under
standable, and attractive manner.
Educator: The educator establishes the 
link between the content of the exhibit 
and the museum audience. The educa
tor is a communication specialist who 
understands the ways people learn, the 
needs that museum audiences have, 
and the relationship between the mu
seum’s program and the activities of 
other educational institutions, including 
schools. The educator plans evaluation 
activities that will examine the exhibit’s 
success in meeting its intended objec
tives and communicating with visitors.



The crucial function of the team is to 
work together to establish specific goals and 
objectives for an exhibit. The sharing of this 
responsibility ensures that exhibits will have 
a variety of intended outcomes to satisfy au
dience needs and design objectives and re
quirements for subject matter accuracy and 
collections care. By a consensus agreement 
to these objectives, all team members share 
a common vision and a commitment to the 
project. Consequently, attention to group 
dynamics, role clarification, and the relation 
of the team to the larger institution are key 
issues in the Kellogg workshops.
Museums and Schools:
A Fresh Start

The Chicago Educators Network grew 
out of an established idea for collaboration 
between the museums and the schools in 
the Chicago area. There is nothing new 
about museums encouraging local schools to 
use their resources. School tours are still one 
of the mainstays of most museum education 
departments, and many museums have ac
tive teacher-training and outreach programs. 
But too often school museum visits are field 
trips and no more. Despite the fact that 
schools have a long history of using mu
seums, museums continue to be underused 
by teachers, administrators, and students. 
Field Museum is seeking to reframe this 
long-standing relationship.

A good start was made at a two-day 
workshop conceived and organized as part 
of Field Museum’s Kellogg Project. The in
novation here is not in the idea but in the 
method—the conscious involvement of deci
sion makers at the highest levels. Members 
of the Educators Network are heads of edu
cation departments in Chicago cultural insti
tutions and school administrators responsible 
for curriculum development. Present at the 
meetings were the assistant superintendent, 
Department of Curriculum; the associate 
superintendent, Office of International 
Multicultural Education; and the directors 
of the Bureaus of Art, Social Studies, Sci
ence, Mathematics, and Language Arts of

the Chicago Board of Education. Several 
teachers also participated in the network, 
though widespread teacher support is still 
a goal.

The key to the new approach is joint 
responsibility for planning. Representatives 
from local museums and the school board 
spent time getting to know each other and 
together concluded that they share a desire 
to explore how museums might have a role 
in educating our children. At several round
table sessions participants shared informa
tion about curriculum objectives and 
museum experiences and resources that 
could be used to support them. A two-way 
relationship is being established, and both 
parties report having been strengthened as a 
result. Network members are now more 
aware of the structures, issues, and problems 
that govern each other’s world. The mu
seums have come to recognize the complex
ity of the school system and to understand 
that they need to build a different type of 
reputation with the schools—a process that 
will take time. School officials, for their part, 
express a desire to continue exploring pos
sibilities for genuine collaboration between 
schools and museums.

Several concrete results have already 
come out of the Chicago Educators Net
work. The roundtable discussions produced 
documents relating curriculum objectives by 
grade level to museum resources in the areas 
of science, social studies, and foreign 
languages. The Public School Bureau of 
Mathematics consulted Chicago museums 
as it revised its new Masters’ Learning Cur
riculum and included a resource booklet of 
museum activities in its curriculum mate
rials. Social studies teachers now conduct 
meetings at Field Museum, and the Social 
Studies Bureau hosted a workshop for book 
publishers in two Chicago museums.

Network members are especially proud 
of a professionally produced videotape they 
created about Chicago museums for public 
school administrators. “Discover Our World 
—Through Chicago Museums” aims to 
introduce administrators to the structure of



Joining a Professional Community
George Ann Danehovver, curator of educa

tion at the Lakeview Museum of Arts and 
Sciences in Peoria, Illinois, has more than 
twelve years’ experience in museum education. 
Yet Field Museum’s Kellogg workshop on 
museum education was her first opportunity for 
professional training in the field.

Danehower moved to Peoria in 1974 with 
her family and volunteered for many years at the 
Lakeview Museum. She later joined the staff as 
manager of the sales gallery for two years and 
was then appointed curator of education, a post 
she has held for six years. Reflecting on her 
decision to attend the Kellogg workshop, Dane
hower comments, “I had no benefit of formal 
museum education training, and I was thankful 
for an opportunity' to pursue professional train
ing so close to home.”

Danehower approached her week in 
Chicago hoping to learn about current develop
ments in museum education.

I wanted to find out who was writing 
what, and what the controversies were.
But what I actually found was that I 
learned the most from discussions with 
the other museum educators attending 
the workshop. I came away much more 
confident of myself because I partici
pated in a very professional program.
The workshop at Field Museum broadened 

Danehower’s view of her museum’s educational 
mission. Her Education Department, she real
ized, had to set goals for itself that are directly 
tied to the mission of the entire museum. She 
now meets regularly with the museum director 
and puts program goals and objectives in 
writing. Taking a broader view of her respon
sibility has resulted in more elaborate programs 
and increased community involvement for the 
museum.

Soon after the Kellogg workshop, the Lake-

view Museum hosted a week-long seminar for 
activity directors of health-care facilities within 
a 125-mile radius of Peoria. By her own admis
sion, Danehower doubts she would have seen 
the relevance of such a program had she not 
gone to Chicago. A specific result of this new 
collaboration is increased distribution of the 
museum’s traveling mini-exhibits. Until recently 
the exhibits were loaned to schools, but now 
nursing homes and retirement facilities are also 
welcome borrowers, and the museum reaches 
several hundred additional people each year.

“Summer Circus,” a day camp at the Lake- 
view Museum, has become more elaborate as 
Danehow'er “thinks broader and bigger” about 
programs. She has added schoolteachers to the 
program’s corps of seventy volunteers, and they 
receive in-service credit for their participation.
In fact, the school district now looks to the 
museum for continuing education programs like 
“Summer Circus” to “update” its teachers. So 
in addition to providing a museum program for 
children, “Summer Circus” now involves the 
museum with the school district, teachers, and a 
much larger community'.

Danehower is increasing her professional 
activities, too. She has presented sessions on 
junior docent programs at the Illinois State 
Historical Society and the Midwest Museums 
Conference annual meeting. She believes that 
the confidence she developed through participa
tion in Field Museum’s Kellogg workshop 
allowed her to agree to a session presentation 
and to survey other museums about their docent 
programs for young people. Danehower now 
feels her professional affiliations compare 
favorably with those of her husband, a physi
cian. She has a group to be part of. Though she 
had previously attended conferences, she had 
not gotten to know fellow museum educators. 
The Kellogg Project at Field Museum intro
duced her to that professional community.



museum class visits. Nine museums are 
represented in the ten-minute program— 
the Adler Planetarium, the Art Institute of 
Chicago, the Chicago Historical Society, the 
DuSable Museum of African American His
tory, Field Museum of Natural History, the 
Lincoln Park Zoo, the Museum of Contem
porary Art, the Museum of Science and 
Industry, and the John S. Shedd Aquarium 
—but this is not a museum travelog. Instead 
administrators are told that teachers can ar
range for special courses to be conducted by 
museum personnel, that administrators are 
welcome to attend teacher workshops at the 
museums, and that they will be met at the 
museum by guides. The videotape closes 
with comments from teachers who have had 
positive experiences with their classes in 
museums.

The videotape is becoming a regular 
feature at administration meetings and in- 
service training programs for teachers. The 
school system distributes a brochure an

nouncing its availability, and is prepanng a 
resource handbook. “Partners in Education,” 
designed to accompany the videotape, will 
list museum experiences to support the cur
riculum objectives specified by the school 
board.

Some important results of the Chicago 
Educators Network are less tangible but 
equally significant. School officials are, for 
instance, beginning to see how museums 
might be used in back-to-basics programs. As 
one school representative stated, children 
need experiences in order to read well. 
Higher-order thinking skills are developed 
by exposure to people, places, and things. 
Museums offer that exposure. Reading pro
grams at the University of Illinois, Chicago 
Campus Reading Center, are already teach
ing children to read with the aid of mu
seums and their collections. For others, 
museum experiences as part of school pro
grams introduce meaning to lessons children 
often experience as disconnected and unim
portant. A curriculum developer noted that 
contact with museums gives students a 
sense that our culture cares; it introduces 
them to thoughtful presentations of people, 
ideas, and creations and “builds cultural 
islands in their brains.”

Through the Chicago Educators Net
work, museums and the Chicago Board of 
Education recognize each other as valid and 
valued partners in offering quality educa
tional opportunities to the children of 
Chicago. This partnership is no more evi
dent than during teacher strikes in recent 
years. During those times, museums offer 
programming for children, encourage visits, 
and appear on a National Public Radio pro
gram supported by the Chicago public 
school system and designed to keep children 
focused on learning. The school system now 
has a new superintendent, and the Chicago 
Educators Network will likely be reshaped 
under his leadership. But there is no doubt 
about its future. Now that the partnership is 
sealed, the immediate challenge is to help 
teachers become more comfortable with 
museums in their classrooms.



Professional Development 
for Field Museum Staff

Through its Kellogg workshops and 
Chicago Educators Network, Field Museum 
has served as a focus for the professional 
training of people from other museums. 
Through its Faculty Training Program, the 
Kellogg Project has also offered the 
museum’s own staff the opportunity for pro
fessional development. During the early 
years of the Kellogg Project, Field Museum 
educators designed self-directed learning 
programs. They traveled to other museums, 
met with more than sixty colleagues, and 
brought back to Field Museum new ideas, 
perspectives, skills, and enthusiasm.

In the museum profession there is little 
opportunity—and even fewer resources— 
for travel, so faculty development grants 
were welcomed and were planned with care. 
Staff from the Harris Extension School 
Loan Program studied similar programs at 
museums in Philadelphia and Canada. 
Another educator studied adult programs in 
museums, discussing philosophies and 
themes with his counterparts from the New 
York Botanical Garden and the Smithsonian 
Resident Associate Program. An exhibit of 
living insects now on display at Field Mu
seum is the result of one educator’s visits to 
similar exhibits at the National Museum of 
Natural History in Washington, D.C., and 
the Cincinnati Zoo. And several ideas for 
general audience programs were gleaned 
from discussions and observations at 
museums in Seattle, Pittsburgh, Oakland, 
and San Francisco.

For younger staff members, these study 
grants provided an important introduction 
to the museum education profession. One 
young woman remarked that for her the 
best thing was learning that “there is a 
museum profession. I am one of those pro
fessionals, and I’m being sent on a business 
trip.” Museum education is still a nascent 
field, and this seemingly naive recognition of 
professional viability is a genuine revelation 
for most museum educators. Even a mu

seum as established as Field Museum needs 
to instill a sense of professionalism in its 
education staff, and the Faculty Training 
Program made that possible. The Kellogg 
workshops have also enhanced staff develop
ment by piquing interest in evaluation of 
education programs, criteria for appropriate 
statements of purpose for museum pro
grams, and the role of an education depart
ment in exhibit development. As a result, 
educators now meet in reading-discussion 
groups that focus on these topics and more 
general subjects like learning theory.

Concrete Changes
Staff development is a recurring benefit 

of the Kellogg Project, and with it has come 
increased recognition of the contributions 
museum educators can make. Field Mu
seum’s Education Department has taken on 
new areas of responsibility. Department staff 
are acknowledged as general experts on the 
museum audience, and their duties are ex
tending beyond program planning. An edu
cator is now working, for instance, with a 
member of the Anthropology Department 
on label formats for a small gallery installa
tion. The Education Department is inti-



mately involved in the museum’s plans for a 
visitor study center, and it now has full 
responsibility for exhibit evaluation.

Every part of Field Museum, in fact, 
has been affected by the Kellogg Project and 
its explicit message that the museum is com
mitted to public education. Most dramati
cally, the museum learned critical lessons 
about the relationship of a museum’s mis
sion and goals to its organizational structure: 
a museum dedicated to research and educa
tion needs to be structured so that those 
two functions receive equal attention and 
are allocated appropriate resources. In 1985 
Field Museum put theory into practice 
through a new organizational structure that 
elevates public education to an authoritative

position. Under the new system, Field 
Museum is managed by a president and four 
vice-presidents: one each for research, public 
programs, finance, and public affairs. It is 
too early to know the effects of this change, 
but the museum community is eager to 
learn from this bold experiment at one of its 
most trusted institutions.

Creating a climate conducive to change 
at the highest administrative levels is an en
during value of the Kellogg Project at Field 
Museum. The project hasn’t given the mu
seum answers; it has offered challenges. And 
the staff look forward to continuing to share 
their failings and successes, their misgivings 
and visions, with interested and equally 
committed colleagues.
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Profile of Smithsonian Project
► Title

Kellogg Project, Office of Museum Programs, Smithsonian Institution 
Theme: Museums and Change

► Funding Date
May 1, 1982

► Nature of Programs
• Kellogg Regional Workshops to introduce museum educators to changes in 
demographics, communication technologies, and trends in education on a na
tional scale
• Demonstration projects at twelve museums designed to increase the educa
tional impact of museums in communities
• Kellogg Museum Professionals at the Smithsonian, a program providing week- 
long residencies for senior-level museum professionals

► Participants
Twelve fully participating museums, selected from five hundred applicants, in
clude some of the leading institutions in their regions. Given the intent of the 
program to foster widespread changes in the museum community, institutions 
were selected on the basis of resources, education programming, and a desire to 
tackle new problems. Three museums with special responsibilities to under
represented audiences a Hispanic cultural center, a Native American museum 
and an Afro-American history museum—were also selected for full participation.
Regional workshops have been attended by 120 senior-level museum profes
sionals, and nearly 30 of those people have completed week-long residencies at 
the Smithsonian Institution. Within the last year, the project has contracted with 
twelve specialists, most from outside the museum community, to serve as evalua
tors of the demonstration projects at each of the fully participating museums.

► Geographic Reach
Two fully participating museums are located in each of the American Association 
of Museums’ six regions. In addition, the Smithsonian Kellogg Project sponsored 
workshops in each of those regions: in Boston; the Bronx, New York; Charlotte, 
North Carolina; Toledo; San Antonio; and Portland, Oregon. Twenty museums 
from each region were represented at each workshop.

► Organizational Structure
The Smithsonian Kellogg Project is directed by Jane R. Glaser, program manager. 
Office of Museum Programs, and Janet W. Solinger, director, Resident Associate 
Program. The project is coordinated by Philip Spiess III. Individual participating 
museums have responsibility for their demonstration projects, all of which are 
supervised by the Kellogg office at the Smithsonian. Colloquia, workshops, and 
Smithsonian residencies are planned and administered by the Smithsonian office.



The Smithsonian Institution is nearly 
synonymous with unmatched qual
ity, resources, and access to state- 
of-the-art information. It is the 
world’s largest museum complex. A unique 
institution, it cannot serve as an exact model 

for other museums: its resources are too 
vast, its audience too large and diverse, and 
its mission too global. Smithsonian programs 
can, however, be adapted to other museum 
settings. Thus the Smithsonian quite nat
urally serves as a focal point for the museum 
community; it is an ideally situated catalyst 
for change.

Given the unique features of the 
Smithsonian, its portion of the Kellogg Proj
ect is organized differently from the projects 
at the Exploratorium and Field Museum. As 
described in previous chapters, each of those 
museums had a particular message reflecting 
its recent advances in exhibit and program 
development. And although the Explora
torium and Field Museum have distinctive 
features and impressive reputations that set 
them apart from other museums, many 
museum professionals see a direct and 
powerful relationship between the practices 
and thinking at those two institutions and 
the needs of their own museums.

The Smithsonian, on the other hand, 
has long understood that its forte does not 
lie in its ability to model specific approaches 
and programs for other museums. As the na
tional museum, it has a responsibility to 
share the ideas and resources of its staff, 
including knowledge of advances in museum 
practice around the world. Thus its Kellogg 
Project does not focus solely on what the 
Smithsonian does. Instead the Smithsonian 
Kellogg Project is serving as an organizing 
agency working to stimulate innovative edu
cation programming in museums across the 
country by bringing to the task its prestige, 
access to resources, and concern for the 
development of all museums.

The W. K. Kellogg Foundation awarded 
a three-year grant to the Smithsonian Insti
tution in May 1982. When the Smithsonian 
Kellogg Project got under way, preliminary

results from the Exploratorium and an out
line of Field Museum’s project indicated 
that their efforts to train museum profes
sionals would produce good results. The 
Kellogg Foundation thought it advisable to 
expand its efforts and include the nation’s 
best-known and biggest museum. Of the 
three Kellogg Projects, the Smithsonian’s is 
the largest. Befitting its scope, its goals are 
more general than the other two. Its stated 
purpose is “to improve and expand the edu
cational role of museums in their commun
ities.” More specifically, the project set out 
to:

• define the role of museums as edu
cational agencies and emphasize that all 
of a museum’s functions and activities 
are part of its educational purpose;
• offer museums an opportunity to 
explore and experiment with new 
and different educational ideas and 
methods;
• enhance the educational role of 
museums in their communities by help
ing them to work with other museums 
and educational institutions, such as 
libraries, colleges and universities, and 
public and private school systems;
• strengthen the total educational im
pact of museums by involving museum 
policy makers and decision makers— 
directors, trustees, and senior staff—in 
discussions about museums and 
learning.
Initially the Kellogg Project was de

signed as a series of residencies, colloquia, 
workshops, and regional conferences on the 
theme of “Museums and Change.” During 
each of the first three years of grant-sup- 
ported activity, Smithsonian programs were 
planned on specific considerations: mu
seums and changing communities; museums 
and changing educational patterns; and 
museums and changing technologies. 
Workshops and colloquia have taken place 
on these topics.

The selection of “change” as an orga
nizing concept, though of interest to many 
museum professionals, was not sufficiently



bold as to mark the project as fundamentally 
different from similar efforts by other 
museums and museum organizations. The 
National Advisory Committee for the proj
ect—leading museum directors and univer
sity administrators with expertise in continu
ing education—and the project administra
tors wanted the Smithsonian Kellogg Project 
to create something very different for the 
museum community. A directive prepared 
for the Advisory Committee by the project 
coordinator underscores this intention.

If it [the Kellogg project] were just another series 
of conferences and workshops for the museum 
profession, it would be duplicating efforts now 
carried out in many parts of the country by many 
organizations.... If it were just a compilation and 
dissemination of the many interesting educational 
activities that museums are presently carrying out 
in their communities, it would be repeating infor
mation already adequately collected and distrib
uted by museums.. . . And if it were to concen
trate its efforts solely on those activities which 
comprise the traditional and narrow view of “mu
seum education,” the Kellogg Project would in no 
way be serving the needs of the museum com
munity. . . . The intent of the Smithsonian Kellogg 
Museum Education Project, therefore, is to try to 
do something different, m different ways, and yet 
to achieve something of use.

Thus the Smithsonian renewed its 
charge to develop a program designed to 
stimulate original thinking and innovative 
practice in museum education. Articulating 
a substantive base and establishing an 
organizational structure for such an am
bitious project were not easy.

A Structure for Change:
The Smithsonian’s Contribution

The Smithsonian demonstrated its 
commitment to new thinking and new ap
proaches by developing a structure condu
cive to bringing about change in museums. 
Acting on the recommendation of a member 
of the National Advisory Committee, the 
project staff decided to supplement work
shops and conferences for large audiences

with a concentrated program for a small 
number of museums selected as represen
tative of the museum universe. Each 
museum would be asked to design and com
plete—with the assistance of the Smith
sonian—a demonstration project that would 
stimulate its own commitment to education 
and serve as a model for other museums. In 
this way the Smithsonian might set up a rip
ple effect and serve as a resource and cata
lyst for change in the museum community 
at large.

It is this structure and the Smithson
ian’s conscious effort to establish itself as a 
forum for change that is this project’s 
special contribution. Specific programs are 
now being piloted in the participating 
museums, and the structure of the Smith
sonian effort gives them their distinctive 
qualities. The Kellogg Project at the Smith
sonian thus fulfills an important function for 
the museum community. It assists partici
pating museums in the process of analyzing 
the sources of new opportunities for mu
seums as educational institutions and then 
helps those museums as they go about doing 
the hard work that ultimately lies at the base 
of all successful innovations.



It is one thing for a museum to an
nounce that it intends to involve its com
munity in program planning and expand its 
audience. It is another to achieve those 
goals. Increasingly museums are discovering 
that they need new resources, different 
expertise, and considerable time to accom
plish such changes. The Smithsonian 
Kellogg Project provides a forum for 
thoughtful experimentation. It also creates a 
formal structure for the development and 
dissemination of innovations within the 
museum community. The structural 
features of the Smithsonian Kellogg Project 
are integral to its success and are described 
below.

Participating museums. To assure geo
graphic distribution among participating 
museums, an equal number of museums 
was selected from each of the American 
Association of Museums’ six regions. 
Representation of art, natural history, 
history, and special museums (such as 
science centers and children's museums) was 
also achieved. Thus breadth of participation 
was easily accomplished. More troublesome 
was finding a way to add depth to the ex
perience of participating museums. Commit
ment and continuity were considered essen
tial if the project were to facilitate real 
change.

This desire for commitment and con
tinuity informed the decision to require par
ticipation from specific staff members at 
each museum. The Smithsonian made it 
clear that participation in the project would 
be open only to museums willing to invest 
the time of their top-level decision makers 
and senior staff. Museum directors, trustees, 
and heads of departments were to form 
four- or five-member teams for each par
ticipating museum. The involvement of 
policy makers is essential to the philosophy 
of the Smithsonian Kellogg Project, since 
they are often the most effective change 
agents and opinion leaders in their museums 
and within their regions. If these people 
alter their thinking about museums and

education, the argument goes, then the rip
ple effects from the project will be all the 
more penetrating throughout the larger 
museum community.

An announcement of the Kellogg Proj
ect was sent to institutional members of the 
American Association of Museums, museum 
directors, members of boards of trustees, 
and museum educators. All museums were 
eligible to apply. Applicants were asked to 
specify which staff and governing board 
members would work as a project team, to 
provide a description of the institution’s 
educational activities, and to state what they 
thought would be the value of participation. 
It was made clear that all costs for travel and 
participation in project colloquia and work
shops would be paid for by the Kellogg 
grant.

Nearly five hundred museums applied 
for the project on just three weeks’ notice. 
The Smithsonian staff read that overwhelm
ing response as strong endorsement of the 
project’s commitment to increase the educa
tional role of museums in their commu
nities. Program staff reviewed the applica
tions looking for museums that would lend 
the project diversity in location, type, and 
size. Equally important were the museum’s 
willingness to participate for the full three 
years and desire to initiate change. Mu
seums were also selected for the mesh be
tween their institutional mission and major 
new programs about to be implemented 
and the goals of the Kellogg Project. Quite 
simply, the Smithsonian was looking for 
museums that had already made a demon
strable commitment to their audiences and 
had a history of good education program
ming. They could then serve as flagship 
museums in their regions.

The twelve museums finally selected 
for participation are some of the largest and 
best museums in the country. Project staff 
hypothesized that if change occurred in 
these venerable institutions, then change 
was possible in museums with less formid
able bureaucratic structures and perhaps less 
firmly established traditions to overcome.



Television Programs from Museums
Many museums dream about making tele

vision programs, and the Louisiana State 
Museum has done it. “Rags, Hags, and Velvet 
Gowns,” based on the museum’s costume col
lection, first appeared on New Orleans public 
television WYES-TV in October 1985 and aired 
for the third time in April 1986. So far the pro
gram has been shown in southeast Louisiana 
and parts of Mississippi. Broadcast to a state
wide audience is a goal for the near future.

Overall, reactions to this professionally pro
duced program have been very positive. Viewers 
report learning about historical changes in style, 
the response of fashion to changing roles of 
women, and what fashion says about a society. 
Tamra Carboni, assistant director for public 
programs and project director for this Kellogg 
demonstration project, is pleased that the televi
sion program is not simply a tour through the 
museum’s costume collection but an entertain
ing and informative program that stands on its 
own. With contributions from historians, 
fashion experts and even examples of contem- 
porary fashions, the program tells how costumes 
reflect social history.

The Louisiana State Museum will have 
several good television programs with long lives 
as a result of its demonstration project. Equally 
important, the staff have learned a great deal by 
going through the process of creating a first 
program. They found, for instance, that the 
focus for a public television program needs to 
be fairly narrow. The same show simply can’t be 
suitable for both a general viewing audience and 
instructional television.

The museum is planning to produce a sec
ond program—a thirty-minute videotape on 
jazz. Rather than work with a television station 
again, this time the museum will contract with 
an independent film maker. In that way staff 
will be able to compare the two ways of produc

ing television programs—a comparison that is a 
focus of this demonstration project. Based on 
her experience with the first of these programs, 
Carboni advises investigating the potential ex
pected viewership to determine if the audience 
size warrants the high costs of television pro
duction. “Money doesn’t go as far as you might 
think—or hope,” she cautions. She also notes 
the importance of drawing up good contractual 
agreements from the outset. As staff prepared 

Hags, and Velvet Gowns,” a contractual 
agreement specifying that the museum had com
plete control over the historical accuracy of the 
program allowed them to insist on a change the 
television studio did not find necessary.

The museum is pleased with its costume 
program. Public response to the film is being 
assessed through a formal evaluation process 
already in place. At the end of the project the 
Louisiana State Museum plans to share what it 
has learned about different ways of producing 
films through a printed guide.
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A conceptual framework. As expected, 
the participating museums looked to the 
Smithsonian Kellogg Project staff for a con
ceptual framework to guide their thinking 
and planning. Rather than stating a par
ticular position or preparing a concrete 
message as the Exploratorium and Field 
Museum had done, the Smithsonian pre
sented participants with a set of tenets that 
might serve as reminders of the potential of 
museums as learning environments.

These tenets contain no specific direc
tives or plans for action; they are points of 
departure for planning the direction and 
focus for the demonstration projects. Taken 
as a whole, these tenets reflect current 
thinking among the leadership in the field of 
museum education. They are not new ideas 
in themselves, but the Kellogg Project at the 
Smithsonian is perhaps the first program to 
bring these ideas to the attention of policy 
makers for their serious consideration.

The tenets address concerns about the 
audience for educational activities and an 
expanded definition of the educational do
main within the museum. They also call for 
increased understanding of the nature of 
learning in the museum setting and a shar
ing of that knowledge once it is obtained. 
The tenets are as follows:

• Museums are learning resources in 
communities for both children and 
adults. They provide lifelong learning 
experiences.
• All facets of the museum operation, 
including collections management, re
search, exhibit planning, and publica
tions, are elements in the educational 
responsibility of the museum.
• Museums should establish education 
policies in the same manner that they 
develop fiscal plans and collections 
policies.
• Museums need to conduct research 
on the process of learning in the mu
seum environment.
• Museums should be encouraged to 
explore innovative techniques for 
presenting learning opportunities.

• Museums should stay abreast of 
societal changes such as shifting popula
tions, technological advances, and new 
educational needs, and be increasingly 
responsive to those changes.
• Museums should collaborate with 
other museums and educational institu
tions in order to achieve a central role 
in the educational life of their com
munities.
• Museums should disseminate infor
mation about what they know about 
learning and programming to other 
museums and more broadly to the lay 
audience in order to make the general 
public aware of museum offerings and 
especially the position of the museum 
as a community learning resource.

Demonstration projects. Each demon
stration project was intended to demonstrate 
the applicability of the emerging Smith
sonian Kellogg Project philosophy as stated 
in these tenets, and each was to fulfill one 
or more of the four project goals. Thus it 
was hoped that these demonstration projects 
together would examine the process of 
learning in museums, including adult learn
ing; demonstrate new ways museums can 
educate; and/or develop collaborative efforts 
among independent institutions.

Outlining the parameters and substance 
of the demonstration projects has been a 
complex process for the participating mu
seums and the Smithsonian staff. Team 
members from each museum were asked to 
learn about changes in demographics, educa
tional needs, and new technologies and thus 
become attuned to new educational oppor
tunities for museums.

Teams met for the first time at Collo
quium I, “Increasing the Museum’s Respon
siveness to Cultural Diversity,” in April 
1983. A keynote address was delivered by 
Herbert Cans, Ford Foundation Urban 
Chair Professor of Sociology, Columbia Uni
versity, and other experts spoke about recog
nizing population trends, ascertaining the 
needs of special community groups,



strengthening the ties between the museum 
and its community, and creating a climate 
for change in the museum. Colloquium par
ticipants found the program useful and 
stimulating, and they raised many issues of 
concern needing further attention:

• building support—moral and fiscal—for inno
vative education programming;
• developing better alliances between museums 
and other entities, including public and private 
individuals and groups, to bring about a broader 
definition of education;
• understanding the boundaries between 
museums and other educational institutions: 
What educational experiences should different 
educational institutions be responsible for?
• developing strategies designed to alter public 
perception about what museums are and what 
role they can play in education;
• marketing education aggressively as a viable 
museum mission;
• establishing statewide and regional planning 
and cooperation in education;
• exploring the use of community advisory 
groups to shape museum education policies;
• identifying or establishing networks for shar
ing information about innovations in museum 
education;
• altering the organizational structures of 
museums to accommodate and promote broader 
education programming;
• acquainting boards of trustees with the in
creased educational responsibility of museums;
• sensitizing the entire staff to the museum’s 
educational mission;
• developing the educational skills of all mu
seum staff—educators, curators, and admin
istrators alike;
• developing standards for educational practice 
within the museum setting;
• opening museums to wide-ranging audiences 
and making them more responsive to diverse au
dience needs;
• experimenting with new educational programs 
in museums and assessing their effects through 
comprehensive research programs;
• acquiring information about learning in the 
museum setting by focusing on cognitive pro
cesses, family learning, and label and object 
interaction;
• evaluating and documenting the educational 
impact of museums on diverse visitors.

Participating museums left the three- 
day colloquium with a great many ideas for 
future directions and a strong incentive to 
develop a project that would be innovative, 
provide a learning experience for visitors not 
previously attempted by the museum, and 
result in a model other museums could 
emulate.

The museum community, and museum 
education in particular, is replete with exam
ples of creative programs and has a long tra
dition of sharing information about them. 
What sets these Kellogg demonstration proj
ects apart from other attempts to develop 
new and exciting education programs is the 
conscious and systematic study of their 
development. From the beginning partici
pating museums were asked not only to con
sider the innovative elements of their pro
grams but to pay equal attention to ways 
they will study learning, evaluate the success 
of the effort, and disseminate information to 
other museums likely to benefit from their 
experience. The process of the projects, 
not the projects by themselves, is the 
innovation.

Another special feature of these proj
ects is that they have the resources of the 
Smithsonian available to them. The Smith
sonian acts as a clearinghouse of information 
for the participating museums, putting them 
in touch with people and ideas inside and 
outside the museum community. Teams 
from participating museums are invited to 
attend special programs in Washington. A 
lecture about mediated learning by Reuven 
Feuerstein, Ph.D., a psychologist and 
educator from Israel, was one such event, 
and colloquia on topics such as museums 
and the information age and creativity are 
yet another source of information sharing.

Themes for Change
The twelve demonstration projects hold 

the promise of advancing thinking and prac
tice about museum learning. They are a col
lective effort, and, in fact, they do share 
some common themes. They fall into three 
categories responsive to current needs in the
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field of museum education: those examining 
new relationships between museums and 
their communities; those experimenting 
with new interpretive strategies that expand 
education programming; and those establish
ing new collaborations in an effort to in
crease the museum’s outreach efforts. Four 
museums are working in each of the three 
areas.

Community impact. The Rhode Island 
Black Heritage Society in Providence de
signed a demonstration project around the 
process by which four black institutions 
have involved their communities in 
collection-building and major exhibitions.

The idea grew out of the successful program 
the society developed for its first major ex
hibition based on its permanent collection, 
Creative Survival: The Providence Black 
Community in the 19th Century. Commu
nity members were introduced to the pro
ject at a public forum and then assisted staff 
in all phases of operation—collecting, 
research, exhibit building, and program plan
ning. The Black Heritage Society, the 
Anacostia Neighborhood Museum in 
Washington, D.C., the African American 
Family History Association in Atlanta, and 
the Museum of African Art in Los Angeles 
are together producing a videotape docu

menting their experiences with community 
involvement that, in the words of Rowena 
Stewart, director of the Rhode Island Black 
Heritage Society at the start of the project, 
“will serve the educational ends of black 
museums, other small institutions, and the 
Kellogg Project.” A first draft of the video
tape was viewed at the African-American 
Museums Association meeting in New 
Orleans in fall 1984. The Smithsonian 
Kellogg Project will distribute the videotape 
throughout the museum community.

The New York Botanical Garden is 
familiar to those with a special interest in 
the plant world but is not well known 
among the general public in the Bronx and 
other boroughs of New York City. Garden 
staff wished to enhance the institution’s 
community image and promote interaction 
with members of its immediate neighbor
hood. They approached the Kellogg Project 
“at the threshold of significantly increasing 
our presence within the metropolitan New 
York City area” and planned a project to 
help them in that endeavor. The first step 
was organization of a major meeting, “Serv
ing Our Communities: An Education Work
shop.” During two days some three dozen 
museum programs designed to reach tradi
tional and nontraditional communities were 
presented. Discussions identified com
munities as geographical and cultural, those 
reflecting academic and other special inter
ests, and intra-institutional communities 
such as guides, volunteers, and employees. 
The Kellogg team at the New York Botani
cal Garden has coUected abstracts of presen
tations and is making plans to share this 
information with a larger professional 
audience.

In a related effort to reach new au
diences, the Cherokee National Historical 
Society in Tahlequah, Oklahoma, is working 
to establish a network of contacts with area 
public schools, a first for a tribal museum. 
Community residents are working with staff 
to acquire oral histories and archival 
materials to develop an interpretation of 
their rural village. Just as important, the



society is pulling together the community of 
tribal museums—those institutions holding 
important pieces of a vanishing culture.

A demonstration project planned by the 
Museum of Science in Boston adds a profes
sional marketing analysis plan to the 
museum’s program planning efforts. The 
museum hopes to prepare software that will 
make it possible for other museums to use 
its computerized audience survey system.

The role of education. Another set of 
four museums is experimenting with new 
directions for museum interpretation. The 
Toledo Museum of Art is examining a 
museum staple—label copy—to see how it 
can function to introduce the adult learner 
to works of art. Labels are the museum’s 
most direct means of communicating infor
mation about its collections. A museum 
communications expert was brought to 
Toledo for a residency designed to assess the 
museum’s labeling systems. .Among other 
duties, she met with members of the educa
tion and curatorial departments to prepare 
gallery introduction statements. The involve
ment of the curatorial staff in an interpreta
tion project has been the key to success, for 
in addition to new gallery introductions, the 
museum now has a new system for writing 
labels and a museumwide commitment to 
public education and understanding.

Discovery Place, a member of the Sci
ence Museums of Charlotte, Inc., empha
sizes personal interaction with visitors. It has 
experimented with staging performances 
that bring science to life through the 
“appearance” of scientists who talk about 
their discoveries, and its demonstration proj
ect will produce two live interpretation pro
grams for the museum. At the same time, 
the museum will outline a process of devel
oping new interactive experiences for 
visitors that can be used by Discovery Place, 
evaluated, and made available to other 
museums experimenting with participatory 
exhibits. There is still a great deal to be 
learned if such programs are to be scien- 
tificaUy accurate as well as understandable 
and even exciting.

At the Fine Arts Museums of San Fran
cisco the domain of interpretation is being 
expanded to include conservation tech
niques and international law as they affect 
the presentation of a collection. The mu
seum has planned its most ambitious and 
diverse schedule of education programs to 
accompany an exhibition of murals from the 
pre-Hispanic Mexican site of Teotihuacan. 
The programs include bilingual junior 
docents in the gallery, a tactile gallery, maps 
of pre-Hispanic Mexico and Mesoamerica 
and the Spanish colonial empire related to 
California, conservation training workshops, 
and a videotape program of the conservation 
process. Most unusual is the inclusion of a 
conservation laboratory in the gallery. Con
servators work in full view of people looking 
at the exhibit. At the close of this show half 
of the conserved murals will go back to Mex
ico. This didactic exhibit and wide variety 
of education components provide a rich 
resource for evaluation of several types of 
museum presentations and demonstrations.

The Children’s Museum in Indianapolis 
elected to redesign a history exhibit for its 
demonstration project. The result, Mysteries 
in History’, is a lively participatory exhibit 
that includes a built-in laboratory for study
ing visitor learning through the information 
people record in computers placed through
out the exhibit. The museum is also hosting 
an International Congress on Museum 
Learning in May 1986. More than eighty 
senior-level staff from twenty museums in 
the United States and Canada will meet for 
four days and discuss education practices 
and directions for research about museum 
learning.

Collaboration. Collaborations between 
museums and other community institutions 
are a relatively new phenomenon. Four 
more Smithsonian Kellogg museums have 
designed demonstration projects that extend 
the museum beyond museum walls.

The Oregon Historical Society in 
Portland is producing a videotape based 
on the statewide eighth-grade history cur
riculum. The society is involving schools and



other cultural institutions in gathering 
visuals from all regions of the state. The pro
gram will appear on public service television, 
and a copy will be distributed to every 
school district in the state.

The demonstration project selected by 
the San Antonio Museum Association, 
“Schools and Museums in Partnership,” also 
focuses on increasing the quality of class
room services. To achieve this end the asso
ciation created a Commission on School/ 
Museum Partnerships. Members include ad
ministrators, principals, and teachers from all 
grade levels of public and private schools; 
members of education departments at local 
colleges and universities; members of the 
Texas Education Agency in Austin; and 
representatives from the San Antonio 
Museum Association and other cultural 
institutions in the city. The special features 
of this commission are its multilayered 
organizational structure that includes policy 
makers as well as classroom teachers (each 
school has a teacher serving as museum 
liaison) and its determination to increase 
curriculum-based museum programs.

The Louisiana State Museum’s 
demonstration project involves the develop
ment of videotape and film programs for 
broadcast television. These programs, exam
ining artifacts from the museum’s collection 
in the context of cultural and social tradi
tions and historical developments, are in
tended to reach audiences in parts of the 
state far from the museum’s home in New 
Orleans and to establish an image of the 
museum as an interesting and entertaining 
place.

In Pittsburgh the Museum of Art and 
the Carnegie Museum of Natural History— 
both part of the Carnegie Institute and 
located on the same site—have determined 
that they could expand the educational role 
of the museum complex in the community 
through joint programming. Specifically,
“the staff of each museum, as well as the 
trustees and administration of the Institute 
as a whole, would benefit greatly from an 
enhanced understanding of our unique edu

cational role as two museums in this com
munity.” The Kellogg team has studied ex
hibits at other institutions that present both 
art and science, and perhaps most impor
tant, the museums view this project as an 
opportunity to explore interdisciplinary 
themes and develop an educational philoso
phy based on a holistic interpretation of 
collections.

The twelve individual demonstration 
projects are planned and executed in the 
context of their larger collective effort. 
Taken together, they examine and improve 
educational practices in museums. It is too 
early to evaluate the contributions of these 
projects; most are still being developed, and 
results of on-site evaluations are not yet in. 
But they hold great promise for the 
museum community as a whole. And they 
should be producing publications, video
tapes, and documents for many years into 
the future. That is their mark of distinction.



Participatory Learning in Museums
“Profound experiences are very personal 

experiences. That is true for museum visitors, 
and it can be true for museum professionals,” 
said Bonnie Busenberg, director of education 
at the Rancho Santa Ana Botanic Garden in 
Claremont, California, as she summed up her 
experience as a Kellogg resident at the 
Smithsonian in fall 1985.

Busenberg went to the Smithsonian to 
study participatory education. She had written 
a grant proposal suggesting an overhaul of the 
garden’s program for elementary school 
children. The layout of the garden, she noted, 
is conducive to participatory learning based on 
observation, comparison, and inquiry. Forty of 
the garden’s eighty-six acres are presented as 
plant communities. It is possible, therefore, for 
visitors to see and compare a coniferous forest, 
a Redwood forest, and a desert environment 
that are within a few feet of one another. So, 
instead of conducting passive tours for school 
children, Busenberg suggested presenting ac
tivities that encouraged children to observe, 
compare, and carry out experiments.

When she arrived at the Smithsonian, 
Busenberg discovered that the other six 
residents shared her interest in participatory 
education, and together they visited the 
Discovery Room, the Insect Zoo, and the 
Naturalist Center at the National Museum of 
Natural History—all examples of environments 
designed to stimulate visitor participation. 
Busenberg was especially taken with the 
Discovery Room. Its elegant simplicity focused 
her thinking on the necessary elements of a 
successful participatory- learning program. She 
realized that effective, engaging, and 
sophisticated interactive exhibits need not con
tain high tech computer games or electronic 
devices. The key to effective participatory 
education, she decided, is asking the right 
questions and providing a “minds-on,” not 
necessarily a “hands-on,” experience.

The responsibility of the educator is to find 
and then pose pertinent questions. And the 
best questions pinpoint visitors’ observations 
and hold a fascination for people of all ages. 
The Discovery' Room, for instance, was 
designed originally for children, but the 
quiet mothers and fathers I saw there were 
as enraptured with what they were doing as 
were their children—and that’s the mark of a 
well-designed activity.

While in Washington, Busenberg ex
perienced participatory learning firsthand 
through the object reflection assignment re
quired of all Smithsonian residents. She admits 
approaching the assignment with considerable 
trepidation. “What,” she asked, “do I know 
about learning from objects—especially objects 
I have not studied thoroughly?” Yet, her 
greatest insights resulted from reflections on a 
sculpture, Man and Horse, in the Hirshhom 
Museum and Sculpture Garden. By looking at



something unrelated to her area of expertise, 
Busenberg simulated the experience of most 
museum visitors and found that factual infor
mation was not a prerequisite for enjoyment.

Upon returning home, Busenberg learned 
that the participatory education program for 
elementary school children had not been funded. 
She was, however, able to plan a similar pro
gram for junior high school students. She is 
working with area teachers to design the pro
gram and has arranged a meeting with elemen
tary school teachers in hopes that they and the 
garden will work together in the future.

Rancho Santa Ana Botanic Garden is cur
rently designing new display gardens and an 
education building. As part of this project, 
Busenberg is planning an ethno-botany garden 
about California Indians, and her approach to 
the new exhibit was “2000 percent molded” by 
her Smithsonian experience. The ethno-botany 
garden will be radically different from other 
areas in the larger garden because it will tell

the “whole story.” The area will contain more 
than plants. Busenberg will place structures 
and implements from the environment among 
the plant life—a strategy she hopes will 
stimulate visitors’ questions. She recognizes 
that visitors need assistance if they are to make 
connections between the environment and the 
lives of people who inhabited it. Simply seeing 
an oak tree, she argues, is not sufficient. She 
intends, for example, to include a large mortar 
stone in her exhibit. Visitors will be encouraged 
to grind an acom and wonder about what it 
was like to grow, gather, and prepare nuts 
for use.

The change Busenberg is attempting is not 
easy. She describes her week in Washington as 
a “terrific gift from heaven.” It reminded her 
that museum education is not a “hack job”; it 
is a profession. And even today when she finds 
herself at loggerheads with colleagues over her 
new ideas, she returns to the materials she col
lected in Washington for encouragement.



Smithsonian Residencies
More immediate are results of the ex

periences of senior-level museum profes
sionals who have participated in residencies 
at the Smithsonian. The Kellogg Museum 
Professionals at the Smithsonian Program 
brings together museum directors and senior 
staff to study and work with their colleagues 
at the Smithsonian Institution and other 
museums and organizations in the Washing
ton area. Residents investigate key issues, 
problems, and practical aspects of increasing 
the educational impact of their respective 
museums.

For the present, eligibility for participa
tion is limited to those 120 senior-level 
museum professionals who were selected to 
attend one of the six Kellogg Regional 
Workshops held in 1983-84. In this way the 
Kellogg Project encourages continuity, build
ing an ongoing Smithsonian Kellogg Com
munity of museum professionals committed 
to the project’s aim of expanding the edu
cational role of museums within their 
communities.

Since summer 1984, twenty-seven par
ticipants, representing each of the six 
regions and including the states of Alaska 
and Hawaii, have gone to Washington, D.C. 
Based on specific concerns expressed in let
ters of application, individual residencies 
were designed so each participant would 
meet with other professionals at the Smith
sonian and in the Washington vicinity who 
have addressed similar problems or are deal
ing with related issues.

A curator of education from Alaska, for 
instance, acquired specific information 
about producing museum publications to 
enhance the public image of her museum 
statewide and provide a more complete 
interpretation of the collection for the peo
ple of Alaska. Other residencies focused on 
meeting the needs of the older generation, 
strategic planning for a major art exhibition, 
and developing cross-cultural museum 
exhibits.

Experience with the Kellogg Museum 
Professionals at the Smithsonian Program

has assisted staff in identifying the distinc
tive features of this residency. It is clear 
what distinguishes it from other senior-level 
study opportunities in the museum field is 
its customized approach, which actually 
builds residencies around the specific needs 
of the participants. Kellogg Museum Profes
sionals are provided with a wealth of oppor
tunities to meet one-on-one with peers to 
discuss specific concerns. In the course of 
arranging the July 1984 residencies, for in
stance, from ten to fifteen individual 
meetings were scheduled for each resident. 
The program also strives to focus on 
museum professionals who are at critical 
points in their own, or their museum’s, 
development.

An essential objective of the Kellogg 
Museum Professionals at the Smithsonian 
Program is creating a learning environment 
relevant to museum professionals. Learning 
in the museum, as differentiated from 
learning in the school classroom, involves 
the evocative and powerful presence of the 
object. While there is much discussion about 
the central and unique role of the object in 
museum education, there is little research. 
The Smithsonian Kellogg Project is asking 
residents to explore this topic by selecting 
three objects on exhibition that they find 
particularly meaningful and writing detailed, 
personal reflections on their responses to 
them. These essays give participants the 
opportunity, during their residencies, to 
think seriously about objects as catalysts for 
learning and inquiry and, more important, 
about how their own thinking processes are 
activated by specific objects. Given the 
wealth of insights and personal references 
acquired through these reflections, Smith
sonian Project staff believe they could, in 
time, form a rich and significant body of in
formation on the potential power of the ob
ject in the learning process. The Smith
sonian Kellogg Project is producing a film 
about learning through objects.

At the end of the week, each resident 
submits a report describing the residency 
and analyzing its results. The thoughtful



commentary and quality of several of those 
reports make them helpful to other museum 
professionals. Robert A. Whyte, San Fran
cisco Museum of Modem Art, describes the 
consensus he discovered about what is effec
tive and what is not effective in such pro
grams. Bonnie Busenberg, Rancho Santa 
Ana Botanic Garden in Claremont, Califor
nia, outlines procedures for museum-school 
collaboration. Copies of these and other 
residency reports are available upon request 
from the Smithsonian Kellogg Project.

One undeniable strength of this pro
gram is its ability to stimulate museum pro
fessionals to increase their museum's educa
tional impact on the community. Several 
times each week residents gather for group 
discussions. These focused, yet informal, ses
sions give residents opportunities to test out 
new ideas, share information, and brain
storm. They are always a highlight of the 
residency. One participant commented, for 
instance, that her residency at the Smith
sonian was “such an intensely personal ex
perience. ... It gave me new enthusiasm 
and stimulation for a job that I already 
love." Another reported returning home 
“feeling highly committed to my position [as 
curator of education at the state museum].” 
The program thus increases knowledge, 
establishes a network of museum education 
professionals, and renews individual 
enthusiasm.
A Smithsonian 
Kellogg Community

The Smithsonian hopes it is building a 
professionwide concsiousness about museum 
learning issues. Of equal importance is the 
learning taking place at the Smithsonian. In 
an effort to move beyond the show-and-tell 
quality of many museum-training programs, 
the Kellogg Project staff worked to develop 
a conceptual framework to guide their ef
forts. In the process they gained insights

into the practice of education in museums 
that they are using to help museums provide 
more meaningful learning experiences for 
visitors.

The Smithsonian, as organizing agency, 
has had to leam how to best use its re
sources on behalf of participating museums 
and to keep lines of communication open. 
Defining roles and clarifying expectations 
were perhaps the most difficult part of the 
process. The Smithsonian staff, rightly, did 
not want to dictate a formula for change. 
They were certain that changes were in
evitable for museums in light of recent shifts 
in demographics and expanding concepts of 
education, but as the Smithsonian embarked 
on this project, the nature of the change for 
museums was not clear to anyone.

Most crucial was identifying the type of 
change needed in museums and realizing 
that the answer would be different for each 
museum. The basic functions of museums 
—the responsibility to collect, preserve, 
research, exhibit, and interpret—were not 
questioned; at issue was the manner by 
which these museum functions were per
formed. As this important realization 
emerged, the Smithsonian was learning what 
it meant to be a catalyst for change. In the 
process the staff began to identify some of 
the concerns facing museums as they take a 
new look at their learning potential. They 
gave focus to scattered thoughts and 
amassed a wealth of perspectives and re
sources. The concentration of this knowl
edge in a single, and unique, institution 
could prove one the most beneficial out
comes of the Smithsonian Kellogg Project.

And as their dissemination efforts con
tinue, more and more professionals will be 
drawn into the active, ongoing Smithsonian 
Kellogg Community, renewing their com
mitment to improving and expanding the 
educational role of museums in their 
communities.



Central Themes
and Lasting 
Contributions





As different as the three Kellogg 
Projects appear in form, they 
share important common themes. 
The projects are alike in their 
focus on the museum as an educational 
institution. This focus constructs a vision of 

museums as vibrant centers of learning, and 
related concerns have defined the activities 
and curricula of the three Kellogg Projects.

It is no longer sufficient to talk about 
museums as having the capacity to provide 
enrichment for people of all ages, and the 
time has long since past when a museum’s 
educational value could be simply taken for 
granted—and essentially ignored. The Kel
logg Projects are guiding hundreds of mu
seums, and thousands of museum profes
sionals, beyond talk. Through these projects 
dreamed-of ideals are becoming concrete 
objectives and programs.

The ten themes presented in this sec
tion summarize current issues in discussions 
about museum learning. They also highlight 
the contributions of the three Kellogg Proj
ects. Discussions and programs at the 
Exploratorium, Field Museum, and the 
Smithsonian Institution were grounded in 
the conviction that providing opportunities 
for learning is an essential museum func
tion. Participants strove to determine what 
museums should teach and how they can 
teach best. Educators, directors, and cura
tors all worked to develop a theoretical foun
dation for their educational efforts. They 
hoped it might guide their decision making, 
which in the past had often seemed more 
idiosyncratic than systematic. Participants 
turned to each other for information about 
organizational structures that worked to 
facilitate good teaching in programs and 
exhibits. Animating all these discussions was 
an effort to formulate a clear understanding 
of the museum audience and a responsible 
assessment of the museum’s rightful posi
tion within the community, institutions con
cerned with education. Finally each Kellogg 
Project involved systematic evaluation that, 
taken together, generated an agenda for 
museum learning research.

Emerging Themes
Given this unrelenting chorus of con

cerns about museum education, future ef
forts to improve the quality of learning in 
museums would do well to focus squarely on 
these issues. Collectively they define the 
parameters of current thinking about the 
museum as an educational institution. The 
ten themes tell a great deal about museums 
and how museums view their educational 
responsibilities and opportunities. They are 
the common ground.

I. Museum functions. For most 
museums, education is only one of several 
functions. Museums are responsible for their 
collections—for increasing and improving 
them, for studying and exhibiting them, and 
for caring and conserving them. A few 
museums are devoted entirely to education; 
the Exploratorium is perhaps the best- 
known example. Science centers and chil
dren’s museums also see themselves as 
primarily educational institutions.

More typical are museums like Field 
Museum, in which a multitude of functions 
—collections, research, exhibition, education 
—vie for priority and resources. While 
nearly all museums are chartered as educa
tional institutions, it is the collections func
tion that has generally been given top prior
ity. Education has been viewed as an an
cillary activity or, in some museums, as an 
inevitable result of the exhibition function, 
requiring no special attention. If visitors see 
an exhibit, the argument goes, they will 
naturally learn something.

Through the Kellogg Projects hundreds 
of museums are being encouraged to strike a 
nevv oalance between their education and 
collections functions, a balance that places 
education and learning on equal footing 
with collecting and conservation. Specifi
cally, the Kellogg Projects are prodding 
museums to articulate a philosophy of 
museum education. Museums as diverse as 
the Lakeview Museum of Arts and Sciences 
in Peoria, Illinois, and the Museum of 
Science in Boston are speUing out the rela-



tionship between the mission of the whole 
institution and the goals and objectives of 
the education department. These museums 
are recognizing the importance of a clear, 
concise, written educational mission that 
defines the museum's audience, specifies in
terpretive strategies appropriate to its collec
tions and goals, articulates its educational 
aims, outlines its educational programs, and 
clarifies the educational philosophy under
pinning the entire exhibit-planning process.

2. What museums teach. Central to an 
educational philosophy and policy is an 
understanding of what museums should, 
can, and do teach. Of course a museum can
not not teach; its very presence is a state
ment and carries a message. Yet some 
museums, especially art museums, do not 
view themselves as educational institutions. 
One art museum director began his involve
ment with the Kellogg Projects arguing that 
art museums provide not an educational ex
perience but an esthetic experience since 
they offer visitors opportunities for apprecia
tion and enjoyment. Early on art museums 
were the least represented of museum types 
participating in the Kellogg Projects. And 
while that imbalance may be attributed to 
the decidedly scientific nature of the col
lections at the Exploratorium and Field 
Museum, comments from art museum staff 
members suggest that these museums do 
not see themselves as being in the education 
business. Participation by art museums was 
assured in the Smithsonian Kellogg Project 
by virtue of its selection process, and in
deed, four of the twelve participating 
museums are museums of art. Recently 25 
percent of participants in Field Museum 
Kellogg workshops come from art museums.

The Kellogg Projects are attempting to 
introduce an expanded definition of mu
seum education and learning to encompass 
the experiences art museums offer. Emerg
ing working definitions address lifelong 
learning efforts and differentiate the kind of 
“learning” taking place in a museum from 
the mastery of cognitive material that

characterizes learning in more formal edu
cational settings. One thing is certain: 
museums are not schools. There is a grow
ing frustration with museum programs that 
resemble classroom lessons. The Kellogg 
Projects focus on the unique qualities of the 
museum setting and show museums how 
to base their lessons on objects, natural 
phenomena, and visual rather than verbal 
literacy.

Participating museums are looking 
beyond factual information. They are explor
ing their potential for stimulating contem
plation, values clarification, and a sense of 
connection with people, places, times, and 
things not part of the immediate envi
ronment. The results include two science 
museums conceived and now being built— 
one in India and the other in Barrington, 
Illinois. At a museum in Toledo introductory 
labels are being written expressly for an 
adult audience interested, but not formally 
educated, in art history. And no fewer than 
four museums are structuring stronger rela
tionships between local cultural institutions 
and schools. Through these efforts and 
others like them museums are no longer 
leaving learning outcomes for visitors to 
chance. Staff from curatorial as well as edu
cation departments are working to articulate 
the museum’s curriculum, and they are 
shifting the focus of museum education 
from schooling to personal development.

The International Congress on Mu
seum Learning in Indianapolis in May 1986 
calls attention to what museums teach. Such 
a meeting has been a long time coming and 
is indicative of the importance museums are 
placing on their educational responsibility. 
But first, as the agenda for the congress sug
gests, there is a need to come to some agree
ment about what it is that museums teach.

3. How museums teach. If one looks at 
current practices, museums would seem to 
hold the view that they teach through spe
cial programs. Most museums participating 
in the Kellogg Projects report that their 
planned education efforts are primarily de-



signed for schoolchildren or are special 
events designed to supplement exhibitions. 
Educators produce lectures, film series, 
ethnic festivals, and evening or weekend 
classes. While few would argue that exhibi
tions are the centerpiece of a museum’s 
public programming, traditionally little con
scious attention has been given to the edu
cational dimensions of exhibitions. Thus 
museum education, despite all its programs 
and activities, remains on the periphery of 
the museum’s central functions.

Museum exhibits are still designed 
largely by curators and designers, reflecting 
the museum’s commitment to academic and 
esthetic—and not necessarily educational— 
standards. Principles of cognitive and affec
tive learning have not traditionally informed 
exhibit development. The Kellogg Projects 
are united in their focus on the exhibit as 
the most powerful teaching medium in the 
museum and thus the center of education 
activities. Reports from Exploratorium 
residents and Field Museum Kellogg Fellows 
document a changing emphasis in museum 
education departments and a more central 
role in exhibit planning for museum 
educators. And as many as half of the 
Smithsonian-coordinated demonstration 
projects involve educators in exhibit 
development.

Museum educators from participating 
museums are joining exhibit development 
teams. In Kellogg Projects the preparation of 
an exhibit is seen as requiring the curator’s 
mastery of the collection, the designer’s at
tention to esthetics, and the educator’s 
knowledge of communication and the 
museum audience. Through the Kellogg 
Projects museum educators are extending 
their base of expertise to include concept 
formation, developmental psychology, and 
information about how people acquire atti
tudes, beliefs, and values. This shift from 
program planner to exhibit developer has 
redirected the role of the museum educator.

4. The place of museum education in 
the museum. Over the years the develop
ment of a central role for education within 
the operating framework of the museum has 
been impeded by factors that might be 
described as political. Separate, and often 
isolated, education departments have too 
narrowly focused their work on audiences. 
Educators perceive themselves as working 
exclusively with audience needs, while other 
members of the staff work with the collec
tions, conduct research, and perform admin
istrative duties.

In the Kellogg Projects, education is 
seen as a central museum function, and all 
those who work in the museum are held to 
share in the institution’s educational respon
sibility. These projects—especially those at 
Field Museum and the Smithsonian—have 
purposely involved all types of museum pro
fessionals, not just museum educators. They 
have promoted the view that although the 
educator is the learning expert, the entire 
museum staff needs to value the institu
tion’s service to its audiences, much as all 
museum professionals, regardless of their 
specific job assignment, generally acknowl
edge their primary responsibility to the col
lection. The involvement of directors, 
curators, and exhibit designers in the 
Kellogg Projects has been critical; without 
them, the projects would have addressed the 
already converted.



An Interview with Kellogg Project 
Directors and Coordinators

Five people intimately involved in their 
museum’s Kellogg Project were asked to reflect 
on their experiences and comment—from their 
special vantage points—on the surprises and ac
complishments of their programs as well as 
future directions for museum education. The 
respondents are: Carolyn Blackmon, chairman, 
Education Department, Field Museum; Sally 
Duensing, associate director, the Exploratorium; 
Jane Glaser, program manager. Office of Mu
seum Programs, Smithsonian Institution; Teresa 
La Master, Kellogg Project coordinator, Field 
Museum; and Philip Spiess III, Kellogg Project 
coordinator, Smithsonian Institution.

► As you reflect on your several years’ ex
perience with the Kellogg Project, what 
has surprised you?

Sally Duensing: What is most surprising at the 
Exploratorium is the enormous and continually 
increasing interest in starting new museums in 
this country and abroad. We never anticipated 
the worldwide interest in “interactive exhibits” 
and the vast range of interpretations of what 
“interactive exhibits” means.

Philip Spiess: What has surprised me most—and 
yet it should come as no surprise—is the para
dox that, on the one hand, museums are agoniz
ing over the same educational questions that 
they have for the past eighty years or so, and 
carrying out educational programs that are, by 
and large, similar to those of eighty years ago, 
while on the other hand, surprisingly large 
numbers of museums are doing some extraor
dinarily interesting things educationally.

► How has participation in your Kellogg 
Project affected your work and your 
thinking about the educational role of 
museums?
Carolyn Blackmon: To date, close to four hun
dred people have participated in Field Museum 
Kellogg workshops. As they leam, so have we. 
The challenge is to bring the past into the pre
sent and to emphasize that all things change 
over time—and will continue to change beyond 
what we can foresee.

Jane Glaser: I do not believe it is merely cir
cular thinking that our original conceptions 
about museums and learning seem to have been 
confirmed and reinforced by the Kellogg Proj
ect. Those ideas which we had—ideas not 
singular with us, but ones that seemed to be 
afloat in the museum profession—were brought 
to ground, tried for their workability and prac
ticability, and, we feel, shown to be sound. 
These ideas are expressed in the Smithsonian 
Kellogg Project’s basic tenets.

SD: I’ve learned that the educational role of the 
Exploratorium and other museums is not merely 
to stimulate, but also to satisfy. Through a rich 
collection of exhibits on one idea, visitors can 
make numerous interconnections; through ex
periencing an idea in multiple examples, visitors 
come away with a strong understanding of a 
concept.

Teresa La Master: My experience with Field 
Museum’s Kellogg Project convinced me that 
the most important questions for the museum 
profession continue to be the most basic ones: 
What are the functions and roles of museums in 
contemporary culture? How do people make ob-



jects meaningful? How do we understand and 
interpret objects? What is learning — its aims 
and processes? Asking these questions leads us 
to uncover the values and assumptions that 
clandestinely dictate the ways we do our jobs. 
Moreover, I have found that the nuts-and-bolts 
problems—the allocation of budgets, the assign
ment of roles and tasks, and the creation of 
reporting structures—are often linked to a con
flict over the values imbedded in the assump
tions we make about our work. The most 
philosophical of questions are tied to the most 
practical of problems.

► What, in your mind, are the greatest 
accomplishments of the Kellogg Project at 
your museum?

PS: The accomplishments to date are fourfold: 
(1) development of a sound project out of a very 
amorphous goal; (2) significant raising of the 
awareness level of museum professionals, 
especially senior professionals, regarding 
museums as educational institutions and en
vironments; (3) establishing quality programs, 
most notably the Kellogg Museum Professionals 
at the Smithsonian Program; and (4) the devel
opment of a unique network of museum profes
sionals of varying backgrounds, disciplines, and 
positions.

SD: We provide residencies that are forums for 
discussion and reflection rather than workshops 
where we tell others what to do. A primary- 
function of the residency is to raise questions, 
discuss traditional and nontraditional ideas, 
question what is a “good” exhibit and what is 
the role of a museum.

CB: Our approach at Field Museum provides 
opportunities for constructive analysis and in
formed decision making. The Kellogg Project 
provides for a new level of consciousness raising 

particularly in its emphasis on internal com
munication and group dynamics.

► What would you like to call to the 
attention of museum professionals about 
museums and their audiences?
/G: What was—and what remains—the single 
most important task, if we are to improve 
museums as “learning environments,” is to in
culcate the museum profession with the ideas 
that museums are educational institutions. This 
is especially true in the case of museum direc
tors, many of whom give lip service to the idea 
but express by their actions a lack of interest in

the truly educational aspects and activities of 
their institutions. Second in importance is the 
necessity of teamwork among departments with
in the museum in all phases of planning and ex
ecuting exhibitions and other museum activities. 
Third, museums must provide opportunities for 
research and development on learning in 
museums.

CB: We simply have to take museum learning 
seriously. We can no longer separate research 
and public education in our museums. The in
ternal fights we have involving egos and ter-



ritoriality blind us to the real reasons many of 
us work in museums. Museums matter — as I 
was reminded during Field Museum’s recent ex
hibit Te Maori. The curator of the exhibit and 
representatives from all of the Maori tribes 
came from New Zealand with several others for 
opening ceremonies blessing the objects and 
officially presenting them to the people of 
Chicago. The ceremonies were genuinely mov
ing; the objects communicate powerful messages 
about human beings. I hope our Kellogg Project 
helps museum professionals step back a bit, 
reflect, and remember that their work can 
change people’s lives for the better.

► And what next. . . ?
PS: There is, I believe, a general agreement that 
what is needed next is a wider understanding of 
how museums effect learning and how museums 
can more broadly interact with the public in 
order to make themselves more central to the 
educational life of their communities. This will 
require general and specific research, a sifting of

the literature in a variety of disciplines, and, 
above all, the dissemination of any knowledge 
gained to the museum profession as a whole.

SD: There is a continued need for long-term 
staff residencies in museums and staff exchanges 
between the U.S. and foreign museums. Also, 
more special topic seminars ought to address 
specific issues and ideas facing museum profes
sionals. Professional development and exchange 
must be considered as an ongoing function of 
museums. The need is much like the one ad
dressed through sabbaticals in universities. Pro
viding staff with the means for thoughtful 
reflection and exposure to new ideas keeps 
them—and thus the museum—alive with new 
ideas. It is hard to break down old ways of 
doing things, even if they are known to be inef
fective. The typical separation of functions in a 
museum of curator, designer, and fabricator 
allows little communication or understanding of 
the end goal and should be changed. The entire 
museum can be thought of as an education 
department—not a museum with an education 
component.

TLM: Various people within the museum com
munity are looking to formulate a theoretical 
base for their work. To my mind, this search 
should take the direction of questioning our 
most precious assumptions. Various disci
plines—philosophy, literature and criticism, 
history, psycholog)’—can contribute to this 
enterprise. Study in this intellectual tradition, 
along with creative and rigorous reflection on 
the wealth of our own practical experiences, 
provides the tools for developing leaders within 
the profession to think and write about these 
difficult and important questions. The Kellogg 
Project has helped make clear the need for such 
work and has been instrumental in creating a 
more closely knit museum community whose 
many voices can begin to speak to these issues.



Discussions at Field Museum education 
workshops have been helpful in identifying 
some of the difficulties museum education 
has faced. As a field, it suffers from a lack of 
prestige that many be due, in large part, to 
its humble origins. Historically, education 
functions in museums have been associated 
with volunteer service and schoolchildren. 
Museums have long turned to volunteer 
docents to meet staffing needs for tours and 
school groups. Only recently has the field of 
museum education begun to emerge as an 
academic discipline in its own right, and it 
has not yet achieved the status of equal 
among the other disciplines in museum 
work.

By promoting the full educational re
sponsibility of the museum and spearhead
ing efforts to specify subject matter exper
tise for museum educators, the Kellogg Proj
ects are helping to combat these destructive 
stereotypes. The San Antonio Museum 
Association and the Oregon Historical Soci
ety, for instance, define the school visit as a 
planned learning activity rather than an un
structured field trip. Teacher-training pro
grams, preparation of collections-based mate
rials for the schools, and participation in 
museum-school partnerships that jointly 
develop the curriculum of the school and 
the museum are in evidence at each of the 
Kellogg Projects.

5. A theoretical foundation. The day- 
to-day demands on museum education 
departments necessitate primary attention to 
the specifics of program planning. Thus peo
ple came to the Kellogg Projects seeking 
new program ideas and tips for improving 
existing programs. Nearly all went away with 
that information, but they went with some
thing more, too. They were stimulated to 
look beyond the day-to-day and to explore 
the philosophical and theoretical founda
tions of their work.

The presence of a well-defined philoso
phy of education is a hallmark of the Explor- 
atorium, for instance. And even participants 
who did not agree with all the elements of

the Exploratorium's approach appreciated 
how a strong sense of direction focuses and 
improves educational efforts and creates a 
sense of shared mission among all the mu
seum staff. The projects at Field Museum 
and the Smithsonian are also making a con
certed effort to move discussions about 
museum education to a higher level of ab
straction—Field Museum by guiding mu
seums through the process of identifying 
goals and objectives for education depart
ments, and the Smithsonian through con
stant reference to its set of tenets.

6. Organizational structure. Key to the 
functioning of a museum education depart
ment is its organizational relationship to 
other museum departments and the extent 
of its involvement in all museum activities. 
The very language used to describe the staff 
in this department, and to signal status and 
position, has been troublesome. “Curators of 
education” are not curators in the sense that 
a curator of twentieth-century art, for in
stance, is the resident expert on that portion 
of the museum’s collection and responsible 
for all aspects of it. Curators of education 
are department heads. Their responsibilities 
are generally limited to education depart
ment programs and a few special events. 
They are rarely involved in planning for the 
entire museum.

The Kellogg Projects are encouraging 
museums to examine their organizational 
structures and to tide and place educators in 
positions commensurate with the contribu
tion they have the potential to make. In the 
Smithsonian Kellogg Project, several par
ticipating museums have promoted their 
educators and given them new tides. As 
assistant or associate directors for public pro
grams, for instance, educators are being con
sulted more frequendy. They are privy to 
more information about museum activities 
and responsible for additional decision mak
ing. In these museums the educational func
tion, more visible on a daily basis, plays a 
larger role.



7. Definition of the museum audience. 
The profile of typical museum goers— 
white, middle and upper class, highly edu
cated, professional—is long established and 
well documented. And museums have gen
erally directed their services toward au
diences with these economic and demo
graphic attributes. Today, however, mu
seums are actively engaged in expanding 
their audiences. This effort requires more 
than providing additional services for people 
predisposed to museum going; it demands 
that museums redefine their notions of audi
ence and in so doing create new ones.

In the Kellogg Projects, audiences are 
being discussed not only in terms of demo
graphics but in terms of their interests, 
learning styles, and information needs. Peo
ple, these projects assert, come to the 
museum curious about its holdings. It is 
the museum’s responsibility to honor that 
expectation, respect the learner, and provide 
an environment conducive to exploration 
and discovery.

All museum goers are not equally pre
pared for the experience, and they do not 
share equal levels of interest in a given 
topic. It has become obvious to Kellogg Proj
ect participants that there is no single 
museum audience; there are many audi
ences. Museums in the Kellogg Projects are 
being encouraged to experiment with inter
pretive strategies that meet the needs of 
these different audiences, from the begin
ning learner to the connoisseur. At the 
Exploratorium differing needs are served 
by a variety of exhibits on a single topic. 
Museum exhibits and other programs are 
referred to as a curriculum complete with 
opportunities for both general exposure and 
careful study.

The Kellogg Projects are also exploring 
methods for teaching visitors how to get the 
most from their museum experiences. 
Orienting visitors to the museum as a 
special place for learning and personal 
enrichment is emerging from Field Museum 
workshops as a new function of museum 
education. Museums are thinking about

ways to teach method as well as content— 
ways to help visitors learn how to decipher 
the natural world, appreciate works of art, 
and perceive meaning in material culture. It 
is too early to report results of the Smith
sonian residents’ studies of museum objects, 
but certainly their intent, too, is to increase 
our general understanding about how people 
learn.

8. The museum and its community. As 
museums broaden their audiences, they are 
defining themselves not only in relation to 
their collections but also to their com
munities. New collaborations with commu
nity organizations are being established, as 
typified by projects at the Rhode Island 
Black Heritage Society and the New York 
Botanical Garden, and more voices are 
heard in museum planning than ever before. 
Many museums are moving away from con
structing their programs in isolation. Instead 
museums are becoming responsive institu
tions that work with community represen
tatives to determine what the museum can 
add to the quality of education and the qual
ity of life for the citizenry.

The Kellogg Projects are improving 
museum-community relations in a variety of 
ways. In 1981 the Exploratorium held a 
Science Media Conference in San Francisco 
to initiate conversations among represen
tatives of various media contributing to 
public science learning. Conference par
ticipants began to articulate those aspects of 
the task best assumed by various media— 
museums, television, film, radio, news
papers, magazines, and books. Museums par
ticipating in the Smithsonian Kellogg Proj
ect are establishing community advisory 
groups, and Field Museum has strengthened 
its Chicago Educators Network as part of its 
Kellogg Project. Common to all of the com
munity programs is a collaborative spirit and 
the realization that the health of museums 
depends on their awareness of trends in 
society and their ability to work with other 
institutions to meet community needs.



9. Effectiveness. Museum professionals 
often confess that they have no idea what 
makes an exhibit effective. Their evaluations 
are usually idiosyncratic and are nearly 
always based on the quality and extent of 
the collection, the thoroughness of the 
scholarship, and the general ambience or 
esthetic quality of the space. A handful of 
museums evaluate the learning effectiveness 
of their exhibits and other programs, but 
after more than sixty years of research in 
museum evaluation, there is still no general 
consensus about the criteria for a good 
teaching exhibit. The difficulty stems from 
an ill-conceived notion of the learning 
potential of the exhibition as a medium of 
communication.

Evaluation of the learning potential of 
exhibits is important to each of the Kellogg 
Projects. While no project is undertaking 
research, each is presenting the evaluation 
question to its participants. All are being 
encouraged to begin exhibition planning 
with a clear statement of learning objectives 
for visitors. Of particular importance is the 
focus on object-based learning. The tradition 
of seeing label copy as the primary com
municator of the exhibition’s content is be
ing challenged as museums explore ways to 
present their messages in the powerful 
visual mode.

10. Research on museum learning. Sys
tematic, empirically based study about the 
nature of learning in the museum is desper
ately needed. The call is not for evaluation 
studies of the effectiveness of individual 
exhibits and activities but for broad pro
grams of research designed to address funda
mental questions about how people learn in 
the museum.

The Kellogg Projects have called atten
tion to the dearth of information about 
museum learning as staff search for litera
ture and research studies that simply do not 
exist. Participants have wondered about the 
differential effects of varying interpretive 
strategies: What difference does it make if a 
period in history is interpreted through label

copy or a live performance? They have 
asked about the communicative power of 
objects: Can visitors learn something even if 
they don’t read labels? They want to know 
about the capacity of visitors for decoding 
information-rich design features: What do 
juxtapositions of objects suggest? How can 
visitors be prompted to examine an exhibit 
and to pay attention to more than its ob
vious and most compelling features? There 
is little research available to provide answers 
to these and other questions.

There is also no body of knowledge 
about the longer-term effects of museum 
use. Do museums heighten curiosity and 
stimulate further exploration of a subject? 
Do museums provide their visitors with a 
reasoned perspective on controversial issues? 
Are museums essential to a society that 
values democratic ideals?

Some evidence suggests that increased 
educational attainment brings with it in
creased appreciation of democratic social 
and political values like the right to vote 
secretly and speak freely and worship as one 
chooses, the importance of conserving our



natural environment, and the basic equality 
of all people. Could it be that the museum 
as an institution reinforces and amplifies, for 
adults, the values our schools attempt to in
culcate in our children?

All of these questions suggest a provoc
ative agenda for research. There is hope that 
some Kellogg participants, having identified 
the needs, will lead the way in establishing 
research programs that are mindful of the 
importance of starting in an exploratory 
mode and of shaping conceptual frameworks 
and methodologies appropriate to the 
museum.

The three Kellogg Projects show 
remarkable convergence on these ten 
themes. Enthusiasm and commitment are 
evident among participants in all the pro
jects, and that is a welcome outcome. Even 
more important for the long term, however, 
are the differences already apparent in the 
museum community that have direct links 
to the opportunities afforded individuals and 
museums by the Kellogg Projects. At least 
two new science museums, the Nehru Sci
ence Center in Bombay, India, and Science 
Place in Barrington, Illinois, have been 
created and are now directed by former Ex- 
ploratorium Kellogg Fellows. A mid-level 
education staff member at the National 
Museum of Natural History who attended 
Field Museum’s exhibit workshop sought, 
and was awarded, a fellowship to return to 
school for training in philosophies of educa
tion, exhibit design techniques, and evalua
tion methods. When she returns to the mu
seum, she will conduct audience studies and 
contribute to exhibit development; she 
readily admits that it was her Kellogg ex
perience that set her off on these pursuits. 
And the International Congress on Museum 
Learning convened in May 1986 in Indian
apolis is a milestone event, the results of 
which are eagerly anticipated. Sessions re
porting on the congress are already slated 
for the annual meeting of the American 
Association of Museums in New York City

in June 1986 and for several professional re
gional meetings the following fall.

These events are representative of the 
groundswell of change taking place within 
museums. And while many factors con
tribute to fundamental change of such scale, 
there is no question but that the Kellogg 
Projects have come just at the right time for 
museum education. And they are providing 
precisely what is needed—opportunities for 
committed professionals to reflect, learn 
from one another, advance general under
standing of museums’ educational contri
butions, and improve their practice. The 
Kellogg Projects have provided professional 
development of the highest quality for hun
dreds of museum professionals. And as the 
projects briefly sketched in this monograph 
attest, the general public is already reaping 
the benefits. That the projects have accom
plished so much in less than a decade is im
pressive. Yet, there is still considerable work 
to be done.

Toward a Self-Renewing,
Innovative Profession

John Gardner, author of Self-Renewal: 
The Individual and the Innovative Society, 
points out that in a self-renewing society 
what matters most is a system or framework 
within which continuous innovation and 
renewal can take place. Surely this system is 
a legacy of the Kellogg Projects. They estab
lish for the first time the museum as educa
tor for the profession. Traditionally, the 
most highly qualified museum professionals 
have received their training at universities. 
Doctoral programs served to acculturate 
students to the milieu of academe with its 
particular standards for teaching, research, 
and publication. Although museum intern
ships have long been established, they have 
not been mandatory either to fulfilling 
degree requirements or to qualifying for 
appointment to a museum staff position. 
Mastery of subject matter has remained the 
primary training emphasis.

By way of contrast, training for the



Program Evaluation
Evaluation has been an integral part of each 

Kellogg Project. Project staff stress the impor
tance of evaluation to Kellogg residents and par
ticipating museums, and they practice what they 
preach. Each Kellogg Project has developed a 
formal evaluation procedure guided by a profes
sional evaluator.

The Dissemination Program at the Explora- 
torium has been evaluated by Susan Gordon 
and Mark St. John. They observed Kellogg resi
dents and found that information about partici- 
patory exhibits was valuable to people from mu
seums of all types, and that Exploratorium con
cepts were applicable to other museum settings. 
Gordon interviewed residents during their stay. 
She found that the structure of the residency 
was as important to its success as was its sub
stance; participants appreciated a regular sched
ule as well as free time and opportunities for 
interaction with other residents. She learned 
that while some information was best trans
mitted through copies of Exploratorium publi
cations such as catalogs, cookbooks, teacher 
materials, and magazine articles, all residents 
followed the lead of the Exploratorium staff and 
spent time on the museum floor watching visi
tors interact with exhibits.

Judy Diamond conducted an overall evalua
tion of the Dissemination Program at the end of 
five years and, with Sally Duensing, prepared an 
evaluation report. Diamond gathered comments 
from residents and identified areas in which the 
Exploratorium Kellogg Project made an impact 
on participants. The Exploratorium served as a 
model and research facility for other museums; 
residents copied Exploratorium exhibits and 
were pushed to think about exhibit form and 
function. Several museums now have added in- 
house exhibit development facilities based on 
the Exploratorium model; others began proto
typing and experimenting with exhibits and 
involving more staff in the exhibit development 
process. Residents also made lasting professional 
contacts.

At Field Museum evaluation has been cen
tral to program revisions. An evaluator, Beverly 
Serrell, and a project writer, Helen Voris, 
observe each workshop session. They meet 
regularly with the project director and coor
dinator and discuss strengths, weaknesses, and 
future directions for the education and exhibit 
workshops. Through this process Field Museum 
staff have learned about how best to structure 
professional development experiences for 
museum professionals and are now able to in
clude activities that respond to the variety of 
ways adults learn.

Participants at Field Museum’s Kellogg 
Project are asked to evaluate workshops at their 
conclusion and again at three- and nine-month 
intervals. Evaluations immediately following the 
workshop assess the usefulness of workshop 
features such as keynote speakers, activities, lec
tures by Field Museum staff, and group projects 
and discussions. Evaluations at three and nine 
months focus on the long-term effects of the 
workshops. The project is accumulating a 
wealth of information through these evaluations



and plans a publication summarizing their 
results.

Robert Wolf, a museum evaluator and 
director of the Indiana Center for Evaluation at 
Indiana University, has guided evaluation ac
tivities for the Smithsonian Kellogg Project. He, 
too, attends all Kellogg functions—colloquia, 
workshops, lectures, and meetings with directors 
of participating museums. Wolf has prepared 
briefing papers for the staff and advises the pro
gram on focus and direction. In addition, he 
worked with staff from each of the twelve par
ticipating museums as they developed demon
stration projects, making sure each had clearly 
articulated goals and objectives and included an 
evaluation component. Now that the demonstra

tion projects are well under way, each museum 
has contracted with an on-site evaluator who 
will assess their success and impact.

This coordinated evaluation effort is the 
largest ever undertaken in the museum field and 
introduces both evaluators and museums to the 
procedures, special conditions, and nuances of 
evaluating museum programs. For several 
evaluators this is a first experience working with 
museums, and for several museums it is a first 
experience with formal evaluation. The scope of 
this effort is testimony to the Smithsonian’s 
commitment to evaluation. It will produce infor
mation about the impact of specific demonstra
tion projects as well as about appropriate 
museum evaluation procedures generally.



medical profession involves both academic 
courses and apprenticeships in a hospital 
setting. Furthermore, certain hospitals have 
emerged as centers of excellence for teach
ing and research in certain medical special
ties. Massachusetts General Hospital, for in
stance, specializes in residencies focused on 
technological advances in diagnosis, and 
medical people from all over the world go to 
that hospital to study. The Kellogg Projects 
might be seen as formalizing the role that 
individual museums, as recognized leaders in 
their specialties, can play in developing the 
principles of museum work and in training 
practitioners. One can imagine, for instance, 
the continued development of the Explora- 
torium, Field Museum, and Smithsonian as 
teaching museums, as centers providing 
regular opportunities for professional 
development.

The Kellogg Projects developed at each 
museum reflect the advance in museum 
education these institutions have made on 
their own. These projects have allowed staff 
at the Exploratorium, Field Museum, and the 
Smithsonian to synthesize their own think
ing and to present it systematically to other 
experienced museum professionals. They 
are advancing knowledge about the museum 
as an educational institution while they are 
raising the consciousness, as it were, of 
museum professionals across the country 
about the importance of the museum’s 
educational role. Through this process, the 
practice of museum education moves 
beyond the purely idiosyncratic and instinc
tive. And to return to the medical profession 
analogy, as this happens, the overall level of 
practice improves. In medicine there are set 
formulas, or protocols, for the treatment of 
ailments; procedures are standardized and 
disseminated throughout the medical profes
sion. So, too, principles in museum educa
tion are now being identified, frameworks 
developed, and practices shared.

The concentrated attention to the phil
osophy and practice of museum education 
undertaken by these three museums has 
resulted in their emergence as centers of

learning about the museum as an educa
tional institution. Not incidentally, Kellogg 
Projects staff have learned a great deal about 
how best to provide quality professional 
training for museum professionals, and the 
projects have amassed a wealth of resources. 
They, and perhaps other well-selected insti
tutions, would be splendid candidates for 
permanently established centers for profes
sional training in museum education.

Whether or not the Kellogg Projects 
will have a lasting effect on the museum 
community is still too early to judge. What is 
already evident, however, is that discussions 
about museums and education have been 
more clearly focused, and people who have 
dismissed education as outside their primary 
area of interest have now embraced the 
cause and its accompanying issues with 
some relish. During the seven years of the 
Kellogg Projects, museum educators have 
witnessed a profound change in perceptions 
of their work.

The seeds of this change were sewn 
more than a decade ago as museum edu
cators began to receive graduate training 
and education departments were established 
in museums. More recently, the Commis
sion on Museums for a New Century of
fered a clear mandate for the museum com
munity’s attention to education concerns. 
Now others are joining educators as advo
cates for the public, and the territoriality 
that has characterized the visitor as museum 
education’s domain is diminishing. Attention 
to the educational mandate of the museum 
has exploded as an important issue facing 
the whole museum community. It is a new 
era. And while the Kellogg Projects did not 
single-handedly bring about this change, 
they surely had an important part in it.

One of the earliest, and best, students 
of innovation, Homer Garner Barnett, wrote 
that “the essence of change. . .lies in the 
restructuring of the parts so that a new pat
tern results, a pattern the distinctness of 
which cannot be characterized merely in 
terms of an increase or decrease in the 
number of its component elements.” It is in



this sense that the Kellogg Projects are pro
viding real innovation. The curricula at each 
of the museums do not simply suggest ways 
of adding new programs to the familiar list 
of education offerings. Each Kellogg Project 
restructures the education issue. The 
Exploratorium has people rethink how ex
hibits should be developed and even chal
lenges the traditional view that teaching ex
hibits are more naturally suited to science 
concepts than to works of art. At Field 
Museum participants are encouraged to re
define their roles and to examine the rela
tionship between the mission of the overall 
institution and the museum’s education pro
grams. And demonstration projects at the 
Smithsonian experiment with new forms of 
interpretation, community involvement, and 
collaboration.

From all of this is emerging a new set 
of commitments and a new basis for the 
practice of museum education. Surely all 
nonnatural changes are initiated by individ
uals. External conditions, however, have a 
marked effect on individual innovative 
potential. The Kellogg Projects are creating 
the conditions that increase innovative 
possibilities for museums devoted to public 
education. Some of the conditions positively 
affecting the generation of new ideas about 
museums as learning environments are:

The accumulation of ideas. This slim 
monograph alone attests to the inven
tory of ideas the Kellogg Projects have 
generated. The philosophy of the 
Exploratorium, the principles of exhibit 
development at Field Museum, and the 
tenets of museum education drawn up 
by the Smithsonian Institution have 
never been so clearly put forth. Further
more, the professional contacts made by 
hundreds of Kellogg participants are in
ducing new levels of communication 
among colleagues and an increased 
sharing of ideas that are prompting, in 
turn, new combinations of ideas and 
innovative avenues of approach to prob
lem solving. With increasingly well-

developed channels of communication 
should come a continuously expanding 
set of resources available to an ever- 
larger group of professionals.

The concentration of ideas. Ideas lose 
their efficacy if they remain disparate 
and disconnected in time and place. In 
the past few years, specific Kellogg- 
supported projects brought together 
ideas about exhibit development, elec
tricity exhibits, and museum learning.
In addition, the staff of the three 
Kellogg museums have accumulated 
vast quantities of information about 
practices and perspectives, needs and 
future directions for museum educa
tion. They are themselves becoming 
resources, their staffs the profession’s 
most informed experts on trends in the 
thinking and practice of education.

The collaboration of efforts. New ideas 
are enhanced if several individuals 
simultaneously and cooperatively ex
plore their implications. Collaborations 
occur on several levels in the Kellogg 
Projects. First, the three Kellogg 
museums, though sponsoring different 
programs, share the project aim of im
proving practice in museums. Without 
exception, participants report that one 
of the greatest benefits of projects was 
the opportunity to meet colleagues and 
discover that “there are others out 
there who believe as I do.”

None of these conditions for innovation 
—the accumulation and concentration of 
ideas, the opportunity for collaboration—is a 
natural phenomenon. They do not take 
place inevitably. They need to be prodded 
into being, then sanctioned. The Kellogg 
Projects do just that. Successful diffusion of 
new ideas requires that people see how the 
new way is better than existing practice. 
Everett M. Rogers, an expert on diffusion of 
innovations, reminds us that “like beauty,



innovations exist only in the eye of the 
beholder.” Demonstration of the advantage 
of new practices and ways of thinking is at 
the heart of the evaluation efforts under 
way for each Kellogg Project.

The final verdict is far from in on the 
Kellogg Projects in Museum Education. 
Those who have had the opportunity to 
participate in them have embraced their 
messages wholeheartedly. But in many ways 
the work has only just begun. These Kellogg 
Projects have, for instance, piqued interest 
in and even won endorsements for the im
portance of evaluation. Now efforts are 
needed to train professionals in evaluation 
methods and to support evaluation activities.

Requests for more literature on the nature 
of learning in the museum setting will have 
to be answered by the funding of audience 
and museum learning research programs at 
several museums in the country. And mu
seum education will become central to the 
overall operation of the museum only to the 
extent that efforts continue to involve direc
tors and curators in education.

The eye of this beholder witnessed 
many new ideas and approaches throughout 
the three Kellogg Projects. This splendid 
beginning will stand the test of time to the 
extent that the effort not stop short of its 
aim. The work needs to continue.

<3



How to Participate in the Kellogg Projects
The Kellogg Projects will continue at 

the Exploratorium, Field Museum, and the 
Smithsonian for at least one more year. 
Museum professionals interested in residen
cies and participating in workshops should 
contact the following people for information 
about program details, schedules, and 
eligibility.

Exploratorium—Summer Residency 
Program
Sally Duensing or Gloria Gragg 
The Exploratorium 
3601 Lyon Street 
San Francisco, Calif. 94123 
(415) 563-7337

Field Museum—Education and Exhibit
Workshops
Teresa La Master
Kellogg Project Coordinator
Field Museum of Natural History
Roosevelt Road at Lake Shore Drive
Chicago, Ill. 60605
(312) 922-9410

Smithsonian—Kellogg Museum 
Professionals at the Smithsonian 
Margo Del Vecchio 
Kellogg Project Assistant Coordinator 
Office of Museum Programs 
Smithsonian Institution 
Washington, D.C. 20560 
(202) 357-4061

Each of the Kellogg Projects is planning 
publications that will be available to all 
museum professionals. The Exploratorium's 
Cookbook III is scheduled for publication in 
1987. The Smithsonian Kellogg Project has 
several videotapes and one film in produc
tion, and Field Museum staff are planning a 
series of publications based on information 
they have accumulated about museum edu
cation practices.
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