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ABSTRAQ

This study aimed to achieve a better understanding of the engagemeischbbigitudents with art
museums and contemporary amworked on this project for 5 months with 7 irigradolescents from
Cyprus, investigating their formal and informal museum visits and their understanding of contemporat
art.

The study employed participatory action research methodology and visual research methods to investic
three questions: how higbhool students perience visual arts inside, in relation to, and outside the
institutions(school and museynhow these experiences inform the institutions on how to develop a
sustained museustudent relationship; what action(s) does our research group suggest waad mak

museums more relevant to the visitors by taking into consideration their visit experiences.

An important conclusion of the project is that the proximity between the researcher and the participant
which was achieved through the participat@thodology, created a sense of community among the
participants and promoted their active contribution to the research project. By framing contemporary a
through the insights of higithool students and by drawing on their experiences and interattiens i
contemporary art museum, the project also proposed an art game prototype which | designed with n
research partners. Further, we examined the role of the school in relation to student museum habits.

Keywords: participatory research, contemporary art, art museurachagi students, school, museum
experience
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1.INTRODUCTION

People come and go and | stand here, by the artwork. | shift position every 45 minutes, while
people continue to follow the exhibits' flow. Sometimes | break the silence by asking people

I

politely to keep the distance from t he untg

fold the selfie stick and sometimes to turn off the camera entirely.

Group educational visit. | am excited being outside the classroom and exploring the new
environment, My excitement is disrupted though once | realize that the school -ish behavior

and pressure comes up again, but this time from the one who explains the meaning of the
artworks to us

Behind the walls, in a small path of my thought, impregnated with my personal taste and
expressed in visual form, an artwork is looking for an outside connection.
Can anybody understand it the same way / do ?



People come and go and | move with them, looking at the artworks. | move on to the next
exhibit once | feel readly to do so. | reverently read the description text, | pretend that | have
read and understood the concepts. Sometimes | break the rules by photographing, as a
voyeur, an artwork that should not be photographed.

Group educational visit. | am excited being inside the museum and making people explore
the new environment. The excitement is replaced by the pressure of keeping the balance
between the master of knowledge a nd the mediator, the dialogue conductor.

! happen to be the visitor, the guard, the educator, the student, the art student, the
researcher, the artist, the artwork.



INTRODUCTION

1.1. MOTIVATION

My educational background in the Visual Arts (BA), theeshplbyments and projects in different art
museums, as well as my simple role as a museum visitor, have allowed me to acaliine@sronti
perspective on the arts. Viewing the visual a
alloned me to understand the special impact of visual art in my life, and the potential of art museums t
facilitate this experienddore precisely, whattriguesme most , i s art6s commu
achieved through the aesthetic activity angetemceas also the potential of art museum to host this

communication, between art and society.

Although | am passionate and convinced about the educational role of art museums, | often question
the museums are actually using this potential forrangfahand sustained cultural spread, which
highlights the interaction with or interference of the athiaking, and different form of sensuousness

in societal contexts (ChristenSameel, 2013)ikewise, | have often wondered whether schools
primarily educational institutiongntroduce to students the social aspect of the arts through their art
classes, or whether they merely restrict themselves to the teachiddeofBstih my personal and
professional experience in visual arts, art masamd schools, has prompted me to investigate these
guestions/biases by seeking answers through the experiences and voices of others. Through the pers
insights of people who are currently exposed to art and museum education | hope to corteltete to a

understanding of the experiences which are emerging through these educational practices.

1.2. OVERVIEW OF THE STUD¥ RESEARCHQUESTIONS

This research discusses the art and museum experieneesldfél/@arold innercity adolescents from
Cyprus.l worked on this project for 5 months withdblescentenvestigating their formal and informal

museum visits and their understanding of contemporary art, mainly through our group discussions

| 11



INTRODUCTION

My communication with the participants of the research grasigramed by the methodology of
Participatory Action Research (PAR). Due to P/
reflects upon and investigates a particulardsstigis case, the art and museum experiences -of high
school studentswe developed, implemented and refined an actiahgalorganized and autonomous

art museums visits. Finally, we analyzed these visits and we made the second round of developms
implementation, ancefinementof an action planthe design of a ganmototype, based on our

observations.

The empirical data presented in this thesis i
verbal, written and visual conversations. Moreover, it is the empirical data which | believe could be us
to address my research questions since, it provides the greatest amount of insight into the phenomer

under investigation, namely, the art and museum experiencesdidudstudents.

Specifically, the study will be guided by the following resesstibregu

1) How do highschool students experience visual arts inside, in relation to, and outsiddititibesns
(school and museum)?

And on a secondary levile studyseek to address the following questiand comes tgsuggeste
conclusionsn:

2) How could these experiences inform the institutions (museum and school) in order to develop
sustairdmuseurnsstudent relationship?

3) What action(s) does our research group suggest to make art museums more relevant to the visitor:

takinginto consideration their visit experiences?

A constructivist perspective is adopted for the study. As such, the rasealwsizes constructed
realities, interactionwithpart i pant s, a n®erteris,20l4, g.48ncerthie phenornenan
under investigation extends across the disciplines of @duoatitemporary art, museamd visitor

studies, an interdisciplinary approach was employed to inform the research.

| 12



INTRODUCTION

1.3. FOR THE READER

1.3.1. MY POSITION IN THE RESEARCH

In relation to the ethical consrdtionf the PAR, which will be examine on the next chaipigvital

to define my position in this research. Keeping the participatory balance between me and the 7 adolesce
during the research process was a challenging task. Although | have used a method which requires e
participation among members, my role as & conductor/practitioner of the research is often visible
andmainly in the beginning of the studurthermorethe written analysis of the empirical data of the
research and the selection of the relevant bibliography and theory does not inoluiti atiyncfrom

the adolescents. In contrast, the focus point of the research and the personal experiences presented in
thesis are limited to the age range ef6l§ears and on their experiences as students, and thus my
contribution to the group aisssions was more that of a listener/ discussion facilitator rather than of a
speakerThe study is framed by the autmoais and sebfriginated museum viif the research
participantand based on their museuisit choicescontemporary atiad becoméhe central topic of

our discussion.

The research project was not planned in detail beforehand but instead evolved organically and was be
on the participantsd input. It was i mportant
theirvoices rather than focus on my own personal opifotie study use the termico-researchets

or "research partnérsince each participant, including myself, contributed equally. Specifically, the lasi
part of the PAR, a gameototypewhich we havereateds groupis a prime example of collaborative

project development and evidence of the equal contributiorresélaeciparticipants.

| 13



INTRODUCTION

1.3.2. THE CHAPTERS

This study is organized into six chapters, which are not following the traditionatregsarsiructure
(methodology research dat@data analys&conclugn) but rather each chapter discuss a particular
topicand juxtaposes empirical data, analysis, and conclusion.

The current chapter provides an overview of the research, adldeesiggsficance of the study and its
aim, and also the research questions.

The METHODOLOGY AND CASE chapter presents the Participatory Action Research methodology
and also the other research methods which have been used in this research. alsoqiragtnts the
research group, how communication between the research participants was conducted, and the role
social media in the conduction of the research.

TheART MUSEUM AND SCHOOIlchapter discusses the important role the school plays indimgodu
art and the art museum to its students, as well as the art and museum education experiences of the rese
participants. Furthermore, it investigates the way the school integrates museum visits in its programi

and how the museum as an instituti@ppoached by this specific age group.

TheCONTEMPORARY ART AND MUSEUMhapter focuses on the fisslforginisednuseum visit

of my ceresearchersutside of school or family activitjesd their encounter with contemporary art at
NiIMAC (Nicosia Municipal Arts Centre, Associated with the Pierides Foundation). Specifically, it
discusses their expege in a contemporary art instituteomd how thg frame the term&rt' and

"contemporary drt

The ART INSIDE /IN RELATION TO/ OUTSIDE OF THE MUSEUM: A GAME PROTOTYPE

chapter presents the practical outcome of this research, a prototype of a game/participatory photograpl
archive for art, which suggests a participatory engagement with visual arts inside, in relation to, and outs
of the museum. The key elements wthichchapter discusses, and which were also the inspiration for

| 14



INTRODUCTION

the game design, are the photos taken during a museum visit and the interpretations of the viewed :
Both the photography and the interpretatos® the actiors the museum visit of mg-cesearchers,

which were not directed by the museum.

The | ast chapter, provides an overview of the
for potential developments of the PersonARTi€gameViost chapters start by introducingx or

a phrase, retrievedhar from our group discussions or my personal thiatyaddresses the relevant
themes of the chapter.

| 15






2. METHODOLOGY & CASE



Tension and excitement, again in front of the screen.

! met with my group, we met.
The tension has retreated, the excitement has bloomed.

Neutral and casual chat, again in front of the screen.
You met with your group, we met.

Neutral chatting became an active conversation and casual became playiul.

At least, this is how | had experienced it.



METHODOLOGY & CASE

2.1. PARTICIPATORY ACTION RESEARCH

If we draw a parallel between researchrandling, methodology could be the modeaoiSportation
we choose to make the journey. One may choose to travel by airplane and have an observational role
traveler. 1, however, have chosen to travel on foot along with company, discuss and listen to m

compani ons® stories.

Participatory Aadn Research (PAR) and other qualitative methodologies, which include discussion ol
narrative methods to gather the research data, canptbeéde@ under st anding of i
and highlight unique quaktief each research participéBveett & Barrett, 2009). Particularly,
Participatory Action Research (PAR), asitis presentedioyyi s and Mc Tisgmogass i S

of learning, with others, by ddinghanging the ways in which weeract in a shared social worfal
(p.283).

In my case, | worked with seven adolescents from Cyprus with the aim to share, analyze and develop
art museum experiences. During the research project, different qualitative research methods were use
order to gather the data and reach the degieable As Shortall (2003) notes:

In theory, participatory action research can use diverse methods, both quantitative and qualitativ
but in practice, it is primarily qualitative research methods that are used. Information is usuall
collected by partmant observation, interviews, compilation of field notes and document analysis.
In keeping with the commitment to value popular knowledge, vernacular, usually oral, tradition:
of communication and de&gination of knowledge are ugpd3)

Additionally,other qualitative visual methodologies such as-elcitation and photdocumentation

were part of this research.

| 19



METHODOLOGY & CASE

2.2. COMPOSING THE RESEARCH GROUP

2.2.1.DEFINING THE TARGET GROUP

As aforementioned, the research project has a primarily qualitativeqaadtitative base, and thus the
choice of research group participants was a fundasteptaf the research procddseoretically, the
research could be conducted by any target group since museums themselves host a wide range of vis
(in terms of ag range, various financial/educational/cultural backgrounds, people with disabilities).
However, in order to constitute the research group, it was necessary to refer to the research questions
its main elements, namely art education and the museutioedtlibas, the research group should be
related to art education, either as students of art education or as etineguerspectives of art students
and of art educators are equally importaaet 1in

studentteacher educational model of the school.

| was particularly interested in collaborating with students, because as a future educator it would be a g
opportunity to engage art <criticallyyfesearch st u

group, | chose certain practical requirements for membership to limit the selection pool.

Language was one of these requirements. While use of oneds mother t
communication tool between the researcher and thesawhers/participants is not necessarily
important, | consciously chose to work with Gesgaking people in order to maximize the effectiveness
and spontaneity of each encour@re option was to search for Grepleaking individuals in Finland

and conduct the research project in Finnish museums. However, this could provedosuimag for

a limtedt i me master t hesi s. Fur t Idart edocatienra rhuseem r e s

experiencésdoes not require a specific location.

Thus, | decided to conduct the research in my homeland, the island of Cyprus. In Cyprus, where | w:

born and grew up, | already had a social network, and thus composing a research gnotjevauld

| 20



METHODOLOGY & CASE

time-consuming process. Learning more about the current museum scene and art education in Cypri
not only from an empirical perspective but also as a researcher, is necessary for my future plans of work

in those sectors in Cyprus.

Anothercrucial choice | had to make was to determine the age range of the group, which could alter ar
redefine the thesis® process and focus point.
group-6-10yearsoldi n t wo mu s e u mganmesdndenyg teachong experiepae m grivate

art courses, | wanted to work with children age@l\y&ars oldVorking with this age growmuld be

ideal for my personal confidence. However, | realized that such a choice would interfere with my resear
demandsThis was because this elementary school group would require the involvement of the parents,
strict schedule and the researcher having the role of guide. Consequently, | chose to approach a gre

with more independence and flexibility.

Other factos in my choice of the target group were the need for participants to be able to participate or
an equal footing with me in the groupods discu
museums and schools, and also participants who a@yetaevisit museums by their owrithout

parental or teacher supervision. An age range which fitted the above requirements was adolescence,

thus | decided to select adolescents for the research group.

My 15yearold sistefacilitated the process of finding participants by suggesting to invite her friends to
join the research group. In this way the research sample became very specific, since we were dealing

participants of similar sociocultural and educational baudtgjrou

Hence, the group would consist of adolescent teenagers between 15 and 1@\geardioglto Falk

and Dierking (2002), adolescence is the stage where the search for personal identity begins, and th
believe it is a demanding and interesgeg@work with. Additionally, youth in museums was a topic
which | had already researched during my Master studies, as a student of the Museum Pedagogical co

Attracting teenagers and young adults to visit the museum was a real problem fontAetMeseum

| 21



METHODOLOGY & CASE

in Helsinki andis,as master students were called to investigate and make some suggestions on how
tackle this issu@n the other hand, in Cyprus this age group seems to be the most neglected group b
museums, as the latter mostly design ¢lducational programs for elementary school students and not

for secondary education. This issue will be examined further in the next chapter.

N\
ONhen you told us about this research, |

It was my choice to participate, | coul d say 6nod6 | donot

Natalia, Co-researcher

Since | was not in Cyprus during the first stage of my research | decided to make an open call f
participants through Facebook. | created a secret group on Facebook andiagtrd teeich | already

knew through my sister, since they might have been interested in participating in the research. It would
easier to conduct my research with a small group of maximum 8 participants. Knowing that some of tf
invited teenagers migtgfuse to participate, | decided to invite more than 8 people. Hence, | initially
asked thirteen people to join the research group, eight boys and five girls. The girls responded immedia
and positively. On the other hand, the boys did not reactdalltieither negatively or positively, with

the exception of two of them which expressed their willingness to join the research group. Thus, the fin
composition of the gump was two boys and five giAggelos, Aliki, Christos, Natalia, Nefeli, Olga and

Rianella.

The target groupds age all owed me to communi C:
well, since all of us were active and regular social networkusers. her f act or whi ch
communication and synchronization, was the similar schedule routine-césagobiers. They were all

students of a public high school and six of them were also in the same school. Therefore, apart fro
various aftenoon classes which are especially common for high schoolers in Cyprus all the participant

were sharing the same timetable and school curriculum.

| 22



METHODOLOGY & CASE

A final point which is further analyzed in the paper is the fact that all the participants have eéeceived tf
same art education under the Cyprus Ministry
me the possibility to examine, through the stories of-regearchers, the flexibility of the art curriculum,

of the school administration, and hoffedent art professors approach their topic in Cyprus.

2.2.2 FLEXIBILE RESEARCH PROJECT

Since | was not alone and the whole research process was relying on participation and had a collabore
structure, flexibility was one of the main characteristit® qfroject. Flexibility is something that

Mclintyre (2008) draws attention to as well:

Yet in whatever context a PAR project is played out, it is my experience that practitioners an
participants must remain flepaitbilei,papieoando
evolves, and willing to integrate the unexpected if they want to mathtaistainm the research
process. (p.25)

With the term flexibility, | am not only referring to the project in terms of scheduling, but mainly to
communication mediums and research methods that emerged during the research process. The flex
and collaborative process also framed and determined the context and the focus points of the project. F
instance, duetomycoe s e ar ¢ h e r seétin thaortempoualy art museant, @ur conversations
and questions centered around the field of contemporary art, in relation to school, museum, or the
personal interpretations. Therefore, the thesis investigates the research questions mainlg through

discussion of contemporary art issues.

| 23



METHODOLOGY & CASE

2.3. RESEARCH METHODOLOGIES AND THEIR ONLINE
EXPANSION

The internet and the social media had a special impact on and provided different perspectives a
developmental opportunities to the project. Social media and specifically Facebook was the ma
communication platform of the group, and thus the main ptafiforthe empirical data collection. The

first and the last part of the research was conducted entirely through Facebook, due to the physical dista
we had as a group. The other half of the project was conducted with physical meetings and activities w
participants, but Facebook remained the main tool for scheduling arrangements, for communication ar

as the platform for sharing our findings.

Facebook |Iivestream and Facebook polls were al
was priately used in our Facebook group as an alternative to the videocall. With this method we coul
document our discussion and share it with the

course, the use of livestream was dedicated to-scdaller meet i ngs whi ch did no

direct response, hence was mainly wused for t he
Similarly, the pollsd option helped thesgrou
regarding the project; polls were used for qui

physical meetings were not very popular even when all the participants were in Cyprus within a 5km radi

In this case, when a participant masable to be physically present at the meeting, we were livestreaming

the outcomes of our discussion in our private Facebook group. An advantage of livestream is the autome
documentation of the research process and the possibility of recallimyiss®dss while at the same

time it enables the active participation of the participants and their reactions through written comment
In ART INSIDE/IN RELATION TO/OUTSIDE OF THE MUSEUM: A GAME PROTOTYPE

chapter present how Facebook also contribe d t o t h e Qaaticigatorg action rpsaarch. o f

| 24



METHODOLOGY & CASE

2.3.1. INSTAGRAM: AN UNINTENTIONAL PHOTGDOCUMENTATION

At the beginning of the research project, | introduced to nesearchers the Participatory Action
Researclas our main research method. Although | intended to includemasiiadiologiessuch as
photo-elicitation and photdocumentation| decided to present only one method per meeting.
Interestingly, photdocumentation emerged unintentionally from myroéspartners who decided to
photograph their museum vVvi sit iPhotocdocudhentatiohiea 6 u p
method which considers photographs as accurate records of the subject under examination and provi
data in order to be agyaéd by the research@ef.course, at that time they were not aware of their action

as a research method, but the habit of documentinghardgson Instagram placed this method
spontaneously into the projedte daa of photodocumentation igxtensively presented on the
subchaptes.3 PHOTO/VIDEO DOCUMENTATION.

2.3.2. FACEBOOK PICURE POSTS FOR PHOTO ELICITATION

The photeelicitation method along with its data will be presentbd ahapterContemporary Art &
Museumbut | examine here how Facebook was used as a medium for said method. Facebook in this ce
was the space where the images of giaitation were collected, and it ensured anaasysible and
wellorganised interface for the phetwitation interview. The way in which Facebook image posting and
photo album creation function were practically ideal for this purpose. The photos were chosen direct
from the participants, and ascl uploaded photo the interviewee could easily write a.daiptiibe the

pictures in the photelicitation means thathe participant begins to reflect on the process of taking
photographs in a way that t he andHarristjas titeddn Rode,e s
2016, p. 321)
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METHODOLOGY & CASE

24 RESEARCHOS ETHI CAL CONCERNS

Every research has ethical issues that it has to deal with, especially when the research involves people

than adults. The f ol |l owi n gprastiealitiesi on di scusses

The fact that participants were already familiar with the researcher was both a benefit and a disadvant:
On the one hand, it was easier to approach them and it did not take time to get to know each other in tt
group. On the other hartthe fact that they were already familiar with the researcher could also have beer
creating a feeling of commitment towards the researcher. In this case, it would probably be difficult fc
them to refuse to participate in the first place or quit thealegeaject. Therefore, | aimed to reduce

the possible feeling of duty by focusing on the research and downplaying our personal relation.
Secondlysi nce the participants geBae parmissiendnwaglegally t h e
required. Thelgad to be given a written notice describing the project.

2.4.1. PUBLICATION AND ANONYMITY

Since the research contains visual representations which include photos taken by the participar
according to Barker and Smith (2012) they are the copyright owress photos and thus, their consent

is needed for amgproduction of this materi@s cited in Rose, 2016, p.368). Ergo, each of their photos
included in this bookeither taken by them or having their f@ds®nly used with their permission. For

the final thesis book as well as for the public presentation of the research all participants and their pare
gave their consent.

Anonymity was another ethical issue which mgsearchers ignored. | presume the topic of the research

project and the albi#eof sensitive data was the reason why frgsearchers selected to be presented in

this work with their names or Instagram names.
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2.4.2. ETHICAL CONCIDERATIONS IN PAR
Alice Mclntyre in her book O00Particiipesearchy Ac
methodology:
1. Participants engageailthaspects of the project.
2. Practitioners have an appreciation of the capacity for individuals to work together to effect
change.
3. Practitioners participatgthparticipants in the overall PARCces®ntributing resources and
knowledge when necessary.
4. Attention is given to reducing barriers between participants and practitioners of participatory

action research. That includesanstruction of consent procedures, documentation of data,

and ensurindhait the language used in the research project is understood by participants.

Participants are encouraged to learn about research methods that are appropriate to tr

project.

Practitioners make a distinction between professional ethical consideratiotegiulbo

specific ethical considerations, which can be negotiated and modified to best serve th

participants.

Practitioners take every precaution to protect the confidentiality, privacy, and identity of

participants.

Practitioners do not disseminate esearch data without the explicit consent of those

involved.

Practitioners are trustworthy; scrupul ous

responsible for the w4lking of all involved; fair, just, and willing to relinquish tlesidas)

if they conflict with participantsd desir
(Mcintyre, 2008, p.12)

During the whole process of working for the thesis | tried to follow these ethical guidelines. Some of thes

guidelines were already discussed in the current chapter and otherdistilissed in the following

chapters.
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2.5. RESEARCH DATA

The critical examination of art and musenperiences of higithool studentdased on the gathered
empirical material, is the primary aim of this thesis. The research data is mainly empirical, gathered thro
the participatory r es e a-elictationgnetbod,padgeestidnnasre; ansls i o r
interviewwith Desp Pasia, arofessional of the education sector. The empirical data has a decisive role
in the evolution of the thesis' chapters and the final theoretical selections. Gathering and using tt
empirical data means leaving aside any assumptions and foc¢bsifects emerging out bétspecific

data sample. | seekkeep the impact of the empirical data visible in the thesis writing by including direct
guotes from our group conversation, collocated with the analysis and the relevant theory. The reseat
data consists afhours of voice recordings and private Facebook live streams from 8 meetings with my
coresearchers, and of 1 hénmg recorded interview from a museum educator, all taken during the period
October 2017 and January 2018. In additioreteetiordings, the research data includes 1 questionnaire
answered by my-¢esearchers and visual materials from their social media posts, as well as print scree
from our private Facebook group. The aforementioned material is discussed throughosisthe the
employed in a dialogue with the theory towards the investigation of the research questions.

The following timeline graph shows the different data collection neatdadain research stageshey
appear in the chapters of this study
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Methodology - Art Museum Contemporary  Art Inside/In Relation to/
& Case & School : Art - Qutside of the Museum

& Museum

i« Questionnaire:

‘Museum
habits
&
knowledge’
: : : Game
;e Interview design
; i professional of . : s based on
dlSCUSS/ ! tha edication d\"(‘uss"ol) : Photo ell_c1tat|on.: S1SCUSSio eeum
0 sector. 1 . Whatis art’ 4 experience

Self-orginised
&
autonomous
museum visit

~Constitution Ffseyscio™ Of"ScusS'\o(\ Photo/video lisyesi®

of the group Documentation
museum
*Describe .
theraleet experience
&

the research

methodology

O Related chapter or subchapter

Discussion: Physical or online group meetings

| 29






3. ART MUSEUM& SCHOOL



N\

nln general, the system of edt
dondét know. They wil|l take wus
And i f the others are bol

you will get bored as well

Rianella, Co-researcher



ART MUSEUM & SCHOOL

This chapter investigates the museum habits of
schedule and curriculum. Why does or should a teenager choose to visit a museum? Does the sct
encourage a tesger to visit an art museum; does the museum itself attract the teenager to visit it, and |
so, why and how? In order to formulate a more comprehensive framework of such considerations,
discussed them with a relevant professional, an elementaryesat®ol dand museum educator who

shared her experiences and opinions regarding the art and museum education in Cyprus.

After the constitution of the group and our first online meeting, where the project was described and th
research methodology explaitieel participants were asked to complete an online questionnaire. The aim
of this questionnaire was to coll ect data r
knowledge. The method of sending an individual questionnaire for each participapiete e@®

chosen in order to avoid asking these questions in a group discussion, as there the answers of some ¢
have been affected from hearing the responses of others. Based on their answers, we continued

discussion in an online meeting by amglyagether their museum and art education experiences

3.1. THESCHOOL AS MUSEUM MEDIATOR

The main outcome of the questionnaias that the participants mostly visit museums in the context of
school visits I n the question OWidhmwheum dion y@ywp ruussu
participants answered owith school and family
visit museums in Cyprus with their schoabur discussion though, what came up was that participants
rarely visimuseums in Cyprus, neither with their school and especially not with their parents. However
they do visit museums abroad with their families when they are on holidays. The predominance of th
cultural touristic activity was also evident from theityabilname different visited museums mainly

within Europe, while in contrary they could name very few art museums in their own country.
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The Leventis Gallery, which is a private art collection, was the most mentioned museum in th
questionnaire answers.eT@yprus Folk Art museum and the Museum of Byzantine Art were second,
while none mentioned contemporary art institutions such as The State Gallery of Contemporary Art G
NiMacd Nicosia Municipal Arts Centre, associated with the Pierides Foundatiomgithalymitcomes

of the questionnaire in our meeting, we attributed the popularity of the private LeventenGallery
effective promotion, while the Folk Art and Byzantine Art museums are mainly known to my co
researchers because of their locatiompysisite of their school. | did not expect to read a huge list of
Cyprus art museums in the questionnaire; nevertheless, | was disappointed by the unfamiliarity of t
participants with Cypriot contemporary art museums.

Given that the Cypriot school datium contains ten years of obligatory art edudasonyears in
elementary school and four years in High Séhlobklieve there is time to invest in the experiential
learning which a museum visit could offer.

The places that we call concert hattsnuseums, and theaters are places that are dedicated to

experience; they are venues for creating the conditions in which we experience a certain quality

life, a quality generated both by the features of the object or event we pay attentiowtwaand by

we bring to it, not least of these being the kind of attitude we possess as we search its countenan
(Eisner 2002, p.2¢Z08)

Thus, museum experience as presented by Ei snel
take the advarga of the offered time and develop a meaningfutdomgmuseum/art educational

activity, giving their students the opportunity to engage with art.

While this small sample of high school students does not allow one to draw broad conclusions regardi
themuseum habits and museum education of Cypriot teenagers, it appears that as a society we cannot
on parents to instill museum appreciation in their children but must instead instill it through the school
and the museums themselves.
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N\
I know many people of my age who engage in the arts as a hobby,

but none of them goes to a museum. Ah, actually | know A., who

Vi sits museums with her mu m. Bec

Nefeli, Co-researcher

N\
O No, museums not so often, but | go to the theater , because my

mot her goes. I get wused

Natalia, Co-researcher

A decisive starting point for encouraging the cooperation ofssomohuseums in cultivating museum
appreciation in students is the acknowledgment of the need for such a cooperation from the highe
relevant authorities such as the Ministry of Education and Culture. Such an acknowledgment cou

6f or mal i z edpentthe way fommeeting it aystemically.

The study <curricul Rimmogframs t dife SHROSA) deckeloped ibysthe (AT t
Curriculum Development Unit (C.D.U.) of the P
and Culturesuggests three thematic axes regarding the teaching of art in schools:

Axis 1: Visual Expression and Thinking

Axis 2: Visual Creation and Sustainable Development

Axis 3: Cultural Heritage and Visual Creation.

According to the study curriculum, the first thematic axis incorporates basic concepts related to the vist
arts and is considered the core axis for the study of art in schools. Regarding axes 2 and 3, it is up to

educator to decide how to includenttie the programme of study.
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The axis relevant to this chapter is Axis 3 0C

of the wider national art scene into the study of art in schools. Indicatively, axis 3 suggests:

- Study andritical view of the local and world history of art and cultural heritage, and the
evolution of society through the visual arts. Critical analysis of works of art.

- Acquaintance with the work of modern Cypriot artists, and integration of artists into the
sdool environment.

- Study of the historical / social / natural / cultural context of the projects and research on
their operation and evolution over time.

- Linking art to life and to the immediate environment/community. Visits to local museums,
art exhibitios, cultural environment of the school and community (municipalities,

workshops, shops, libraries, parks), online cultural Sources.

(Programs of S2009)i es,

The fact that these points are suggestions whose observation by art professetglieed makes it
difficult for the professors to include them into the already tight time schedule of teaching art. Including
them is especially difficult for the educational tier which this thesis examines, the first grade of high scho

because ahat tier art is only allocated 45 minutes per week.

Hence, school museum visits, are mainly a bonus and not a required activity.-‘eseaycicers
mentioned and as | can claim as a former High School student, school museum visits often take place

aproblematic context such as the semestrial field trips of the school.

1 Original in Greek
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3.2. MUSEUM VISITS ON FIELD TRIPS

- I n general, the system of education makes L
take us to a museum and they will be bored. And if the othersare bor ed you ca
enjoy the visit, you will get bored as well.

- Yes, yes, and the professors wil/ be | i ke:

- | never had a good time when they combine field trips with museum visits. Because
everyone i s in tensioné

- Forinstance, we have been to a Limassol castle with my family and it was one of the
most beautiful things | have ever seen. And then we went there with the school, and
| just wanted to | eave, I di dndét enjoy my

- The professors are not showing that they are interested. They are walking and
checking who is talking instead of looking at the museum and the surroundings, this

is also disrespectful for such places.

The large number of students who are attending these school trips together ofteéasonprieuenting
the trip from being exciting and fruitful. It is really difficult to pinpoint who is to blame in these cases,

since there is a whole range of circumstances which determine whether a visit is successful or not.

There are a number of fadavhich could have contributed to the negative aftertasteresganchers
have of their school museum visits. One factor could have been the decision of the Ministry of Educatio
to not include obligatory cultural visits in the art curriculum, thlgdamgcmuseum visits by smaller
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groups of students which would have been more enjoyable. Another possible factor is the fact th:
professors ook t he r ol e o fratieebtieah thesroleoof educatorsmwipgahe visits. Gro

maybe the museumpartly to blame for accepting big groups and ends up unable to facilitate a meaningfu
visit. A final possible factor is the bad timing of the visits, as they occur during larger trips in which thi

students are looking forward to a full day off fromddaigations and activities.

N\
ONevviIIperceiveitasanobI I gati on. We owi | |

Rianella, Co-researcher

My discussion with the participants suggests that unsuccessful visits have a negative chain effect: t
discourage students fromvisiting the museum in question, or even worse, they make students averse tc

museums in general.

Therefore, based on my @sec h  p ar t n e ans @xpevidneee® Irconalude thatowls and
museums shoul d not asakebashoglé ratler arrangeiatvisitfoparie stihted sv i ss
What | mean is that what matters in school visits to museums isihcedn® students that museum

visits are worthwhile. Once a museum visit fulfills expectations or even better challenges the assumpti

of the 6boring museumd, it is more |ikely tha

Education means sustaiitigh a continuous process of learning and exploration, or, as-Boegehill

pointed out, 606l i felong ‘teaarlnismg,i ol &xXi b(i2l0ilt3
mechanisms in the museum pthirabilityand are &faceomwhichaduld r o |
prompt the students or any visitor to revisit a museum, since the visit would offer more than a Googl

image search could.

ORepeat visitation is a good starting point. Presumably, if someone chooses to walk through your do

more than once, theydre returning because of
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2016, p.167The value ofelevanesgied to the susii@ed engagement of people with museums (Everett,
2009; Simor2016). The museum should try to create connections between itself and theobretgder
Meaningmaking should not only be a personal process of the visitor, but also a primary concern of the
museum itself. OMuseums must seek new ways to
their position as 1 mportant cul tur al Il nstitut
event, but it should not be separatetiumlinked from society and the everyday life of the visitors. Actions
such as Tate Exchahgan to create learning situations inside, in relation to, and outside of the institution
both conceptually and practically. Tate Exchange expands physicaligxgytions by using an online
platform and varioufree to drop inevents T hu s, even if the vVvisitol
exhibition, he/she can have access to the activities of the institution on a daiebasipproaches do
notimplycaknges in the content of the museum but i
(Simon, 2016The museum should seek to meet the visitors by opening up for them, new doors and not

merelyexpect the visitor to come from the same (probablyaciate) old door.

The same openness should be adopted from the institutions which are claiming an educational ident
Both schools and museums must reconsider their relationship with students and visitors respectively. Tt
should draw both on theieeds and strengths and invite them to be active agents in their own experience
rather than serving them as passive consumers (Sdh®np.95) of the educational or cultural system.
Such an approach would probably ch#mgattitude of obligation that thedstats have towards these

institutions At the moment, students feel obliged to go to museums; they do not visit them out of their

2 Tate Exchange is an experiment. A space for everyone to collaborate, test ideas and discover r
perspectives on life, through art. Whether you are an observer, commentator, researcher, creator, hac
tweeter or just curious, join artists and orgamsatoexplore the issues of our time. Drop in for a talk,

join the conversation, enjoy a chance encounter and learn something new. In our op&@ihg 2016
season, our theme was oOexchangeo, shaped with
Exchange Associates who explored the value of art to society through over 100 events in London al
Liverpool. Retrieved fromttp://www.tate.org.uk/visit/tatemodern/tateexchange
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own volition. Th &whch & deesearcleef mentionddppegranitconwersaiions
on school subjects: it concerns things such as class attendance, homework, tests and exams. Obligatic
this case, denotes distance from the subject, and thus a lack of interest on the part of the student 1
recalling what she/he leadner experienced once the class, the test orubeunvisit is over. For the
system of education to be effective, students need to be motivated to learn and experience things, incluc

museum visits; they should not merely feel obliged to do those thing

3.3. MINISTRY AND EDUCATOR INSIGHTS

Although | have been away from Cyprus for the last 6 years, looking from a distance at its cultural sphe
| have noticed increased activity in the cultural field. A lot of museums were founded, new museur
educationgbrogrammes have appeared, more art departments were launched in the higher educatior
institutions, and the first Fine Art Bachelor Degree, of a state university and not from a private institutior
will welcome its first students for the academic ye&d 90As it was pointless to discuss the evolution

of the museum educational programmes in Cyprus withnegeeochers because they are too young to

be able to trace it, | contacted a professional of this sectorHas&pbler dual profession ase@mntary

school teacher and péirhe museum educator was probably ideal for approaching the dual educational
schema of museum and school.

The thour semstructured interview with Despo was conducted via Skype. | introduced my research
topic and she exmsed her willingness to share her experiences and knowledge regarding museum al
art education in Cyprus. The interview with Despo provided to the research a new perspective and a bet
understanding of the current situation of the educational and nsgesienin Cyprudelow | present

the parts of the interview which are most relevant to the examination of said situation and also suppc

my unfounded assumptions regarding museum education in Cyprus.
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According to Despahe increasing numbers of educational programmes in museums in Cyprus are no
necessarily commensurate with the content quality theysffer. s he sai d: 0The f ac
years an increased number of museum educational programmes asack dggrenot mean that their
content i's comprehensive or that they at |l ea
museum educational programmes may be due to the lack of permanent education positions in the pulk
museums. According to 8, this has a negative effect on the-tlenrmg designing of educational
programmes, and also on the potential of collaboration between schools and museums. Specifically,
mentioned that with the exception of two private museums in Cyprus, therenaseums with a
permanent position of museum educator and thus, there are no plans fortdrenldegigning and

sustaining of museum educational programmes.

In our conversation, Despo also highlighted the huge difference between elementary andcsaaindar
museum education, a fact which was also confir
to museum education lists fourteen running museum programmes of education for elementary schoc
for the period 202 8 MYSEUM EDUCATION Progams Educational Prograiyg.d.). In contrast,
only three museums seem t o [EdochtiormlVaterialfoeSecsondarym s
Education, MUSEUM EDUCATIOB, n. d). Furthermore, for secor
plans are lirted to working sheets and activity suggestions for the professor who accompanies the
students.( Subject: Information on Museum Education Programs for Secondary EQu2aii6) in

contrast to the programmes meant for elementary schools which aeel eyeruiseum educators.

Despo points out that there exists a structural problem for both muses®scaaidrgchoolswhich

does not allow a lorigrm planning of scheatuseum collaboratioHowever, ke is actively working

on bridging these institotis by designing and conducting educational programmes which target the
integration of museums into schools and vice versa.

At the moment, the conversation between museums or other cultural institutions and schools is nc
continuous and it happens usualige a yeaAlthough the Cyprus Ministry of Education and Culture

has designed a promising programme regarding Art education and Museum education, which recogni
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and encourages interdisciplinarity, experientialtandae | BMASEWM BEDYCATIONPrograms
Educational Programa.d.), there are still shortcomings which prevent a fully functional and sustained
integration of the museums into the educational system. Despo mentioned funding issues which ofte
deter factor school visits to culturatiingons. Similar financial issues are mentioned at the report about
theart curriculum at key stages 3 and 4 in thidoyBowning and Watson (2004). Specifically, apropos

of the use of external resources to support the curriculum a teachérktatéss t hat we dor
take the key stage 3 students. ltds just that
students instead. Head of das @tedridomeng,tD, & Wadsangd o ml
R., 2004, p.34)

Such selective methods for visits were also mentioned byasgarchers. Selection in their case though
was based either on school performance or on field of study. More specifically, three of them follow th
natural science programme of study: Pheystcdlathematics while the rest of the research participants
follow the classical programme of study history and Ancient Greek. Although they all obligatorily atten:
art class as part of their basic curriculum, the students of the classical prograrnatiecdmae
frequently to attend cultural evetitigater, art museums etwith school. Likewise, high achievers are

more likely to be invited to participate inaftlass activities.

This kind of responses made me wonder whether my research partners are equally keen on art muse
visits outside of their school schedule or whether their complaints are connected with the injustice the

feel for mising the opportunity to leave their school for few hours.

31n the UK, key stage 4 refers to pupils aged between 14 and 16.
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3.4. WOULD YOU SEEK TO VISIT AN ART MUSEUM IN
CYPRUS? AND WHY?

The last part of the questionnaire sought to understand the interest eesganthers in art museum
visiting bya s k iWoyjd yae&ek to visit amauseum in Cyprus? ARd&dmge of the participants chose
to write their answer in English hence the original texts are listed below. The rest of the answers we

translated from Greek to English.

~ As citizens of Cyprus we should know about the art in Cyprus, plus many

museums are interesting and | would like to visit them.

r\Because | find how art evolved throughout the years in Cyprus fascinating. |
like how the art was inspired by different cultures too (since the people
exchanged goods with many different countries and many great powers
controlled the island bringing their own customs and culture) but the people

still found a way to create their own unique art pieces.

[\j Personally, | would like to visit as many museums | can. Hence, Cy p r |
museums are a good and easy opportunity to start with.  Furthermore, | am
curious and interested in all kinds of art. Without a question it is a great
opportunity to engage in critical thinking. Museum visits are unforgettable

experiences.

AN
£ \Why not

N\
M\ | find art very interesting with deep meaning

N\
M Because museums in general are interesting

N\
() Because it is interesting to look at art.
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My research partneesponded positively to the potential of visiting anws#um in their own country

and some of them tried to support their opinion by elaborating further on their answers. In order to have
a better understanding of their honest intentions, in our later discussion | raised the same question. T
oral communicain offered different insights on the topic which are almost contradictory to their

aforementioned written positions.

- It is something that | would never think about.

- Yes, | would never go alone to a museum . Even though | like museums and art,
you have to decide to go, to have a motivation .

- Yes, amotivation

- | also like museums,butz h gr ggqw kdyh wl ph

- I dondét think i drixsfagmatlt ggr wofpht i me. vkrssl q

find time for visiting a museum

- It is something we relate to holidays. We are going to museums when we are on
holidays (abroad).

- Most of the museums in Cyprus are religious or archeological.

- Zh grggqw kdyh hgrxjk pxvhxpv | g F| suxyv
- No, we have.

- Then their promotion is not effective.
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When | heard about NiM AC | was impressed. Do we really have this kind of

institutions in Cyprus?

Yes, same here. | di dnot know.

Ah! We should go!

You see, this research project was a good excuse, something which let us know

about different museums. Probably, we will visit museums more frequently from

now on.

A good thing about the internet -and disturbing at the same time - is the

recommended events . Since | searched for NIMAC, more oOobOhturaltdd/ eve
pop up on my F acebook.

Yes, that is true, same here!

And itis nice that we got informed.

Part of our group discussion
20/11/2017
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3.5. CONCLUSION

This chapter has enhanced our understanding of the stucsenim relationship and highlighted the

vital role of the school in forming this relationship. Although, theutum of the Cyprus Ministry of
Education and Culture urges museum visits and focuses on the interdisciplinarity, the experiential and-
active learning which the museum could offer, in practice, the limited resources and the busy stu
curriculum doesot allow these activities tappen frequentlfhe combination of school trips with
museum visits has a negative effect on the studsatim relation. The sense of the irrelevance of
museum Vvisits during school trips and the overcrowded visits they entail causes students to have a ba
boring museunexperience. Furthermore, the ineffective promotion of the museums seems to be an
additional reason for the low museum visit attendance @ichighl students. My research partners are

not even informed of the existence or of the activities of the (pudlstitutions in their own city, and

thus the expectations for a potential museum visit should be null.
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N\
OAn‘ does not decorate, it overturns.?

It is written on our art classroomd Board 6

Aggelos, Co-researcher

“On their classroom board is presented as Pica
opainting is not done to decandteedpasehblgis n-:s
Picasso, Les Lettres francaises, 24/3/1943
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This chapter is concerned with the visit of my research partdidis\C (Nicosia Municipal Arts Centre,
associated with the Pierides Foundadiothfocuses on their encounter with its contemporary art exhibits.
| present how the museum supported the visit by curating the exhibition and hevesegrcbers
interpreted the contemporary art exhibits themselves. Through the experience oftarfcomsiga

visit and through the method of phatccitation | intend texplore with my research partrtbesterm

6Contemporary Artd®é& and come to a wider under s

4.1 A SELFORGANISED MUSEUM VISIT

At this stage of the research we sought to make an autonomous@agdrseéfid museum vigihis
meanthat my ceresearchers would break the norms of visiting a museum under the supervision of third
parties (school or family museum visits) and orgasizentinseum excursion on their own. The sole
limitation | set was the type of museum to be visited. The study focuses on art museums and thus r
research partners had to choose to visit one of the local art institutions (museums, galleries, art cente
They had expressed a preference in visiting a new museum, a museum which they hadn't visited alreas
the past, and NiIMAC was one of these institutions. Even though 6 out of the 7 participants were studen
at the Pancyprian Gymnasium which is located &%y from NiIMAC, none haakited NIMAC
beforehand. Visiting NIMAC was also a good option for the students to visit for practical reasons. It wa
easily accessible to my group of participants since it is located in the historical city centeraof Nicosia,
area which is frequently used for their shopping activities and nights out, and also because it remains o
until late in the evenihgFor these reasons, the visit in NIMAC could be planned either after school or

before their leisure activities ie thity centre.

5The adaptation of t hlieeamdschedulas could toosider assaifactor whkich
makes the institution contemporary regardless the contentmoigbem (historical museum, national
history museum, art museum etc.). Contemporary in that sense means the integration of the museum
the contemporary society by making it accessible to the people of its time.
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Due to the participantsd different individual
groups of three, within a period of 2 weeks. After all the participants had visitedweNAGnged an

online meeting in order to share, reflect upon and analyse their museum experience. Meanwhile, somi
the participants shared their experiences by posting on Instagram photos and videos of their museum vi

This photesharing inter/actity will be discussed in the next chapter.

The exhibition at this time at NIMAC was part of the progrca Mediterranea: In Action, whaetims

at detecting, i nvestigating and presenting tfF
landscape of economic, political, religious, social, but also deeply existential crisis of identity, especiall
vi ewed t hr oughyeosMe dfirtoemr rbaonteha nad6 peol i t i c al and a
Action, n.d.). Our group discussion had as a central reference point the content of the museur
(contemporary art exhibits) and some thoughts regarding the museum experienoeelisblbnthe

museum facilitated ( of(nterdretatiopofthé coriteenporatyiartwarkse ) t h
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4.2. MORE MODERN ART: AN ATTEMPT TO FRAME THE
O CONTEMPORARYD®

At this point, | think is important to note that only one studenpteatbusly visited a contemporary art
museum or exhibition. Most importantly, it was the first time for all of them to visit a museum without an
adult accompanying theéreither a teacher or a family member. This means they had the freedom to
organize the visit as they wanted, with no time limitations or enforced silence. It also implies their
responsibility for the visitds quality which
to choose what to see and how to pratessisualiformation without further guidelines in addition to

the ones provided by the institution (catalog, descriptive labels).

Before their visitto NIMAC, mygoe sear cher s asked me what | mear
my aim was to analyze andifgléine term ‘contemporary’ through a group discussion after their visit and
after they had empirical references to rely upon, | consciously chose to ansthersafty academic,

and Osupine neutralitydé of 't hei wiomg eamrptoirsatrsyd o
p.12).

Therefore, after their visit and their first comments about contemporary art, namely,
N\
ONei rd exhibits, they made Yyc
N\
Ol'hey were really nice, but some of themmake you f eel Dbe

we return to this burning question of what 6C¢

my previous answer (works by living artists) so they attempted to frame it differently
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| did not expect to get a clear definitiop,esc i al | 'y i f we consider that

Is still a topic under discussion in the academia. An example ofgiilsgoprocess of defining the
6contemporaryd and also a prof of t wers ootleemp | e
guestionnai r e (2000), sentdy the @ctolet neagagire tossevgrd €ritics and curators, in
order to address this topic. Here | do not intend to challenge or argue what contemporary art is or is nc
rather | am presenting how higthool students interpreted the term tghodiewing artworks presented

and named by the museum as O6contemporary?o.

A More experimental

A Thought provoking

A Art which requires from the viewer to see and understand by him/herself.

A Contemporary art is more of a personal issue, | have to look into myself to grasp the
meaning, but at the same time it touches issues that concern everybody. Classical art

doesndt have anything to develop. This 1is

Although their answers were uncertain and soasgetiotompanied with a question mark, we separated
their answers in three categories which can h

Periodization, Expressive Forms and Viewer Engagement.
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4.2.1.PERIODIZATION

My coresearcheigser si sted wusing the term 6mode€eccemtbry whi
which they have been taught about in school
the term Omoderndéd as well a se tetmh'modesind shiggesisadhe 0
‘contemporary' as the period which follows the modern era. Although contemporary art has become
moving target in the western world (placed after thewpostfall of communism etc.), and its
periodization cannot accommodglteébal diversity since it is marked by different historical events around

the world (Bishop, 2013), inmyrce sear cher sd eyes contemporary
school book and everything that comes after the period. More precisalyclizgter of the current art

book used in Cypriot hidt@Gemstchrowd sand gmesentes
as Fauvi sm, Cubism and Expressionism and conc
20" cent utryéspragssi ons60d (Cyprus 002 ip.&802) includiomd E ¢

OHappeningsd, 6Conceptual Artd (as an art mov

4.2.2 EXPRESSIVE FORMS

Unlike modern art (covered by the school art curriculum) whiched tongictorial practices and its art
movements which could be easily distinguished through their brush strokes or pallet colours
6contemporaryd art has blurred borders in stu
which appear alternagito what my coesearchers consider as classical art practices (drawing, painting,
scul pture), i's automatically transl ated by t
Oexperimental d a char act er i wgsitinNiMar theytviewed differenim 0 «
works of art by various artists in a variety of expressive forms (video art, video installations, painting
audio installation etc.), something which introduced them to the current art scene which is characteriz
by a plethora of practices and mediums.

| 53



CONTEMPORARY ART & MUSEUM

4.2.3. VIEWER ENGAGEMENT

N\
OEnough of personal poems, benefitting those who create them much more than those who rea
them. Once and for all, enough of

(Artaud, 20041938)p.79)

Even though Artaud was writing back in 1938, my research partners detect these characteristics
@ommunicativ@rt, which touches upon topical social isguestworks of 2017. Specifically, they claim
(based on what they viewed in NIMAC) tbatemporary art is nahymorean internal conversation of

the artist but instead represents topics which concern the viewerrédgacchers also made a
comparison between classical artworks and contemporary artworks where the former has, according

them, a determinadeaning with no potenti@rf ur t her devel opment from t

It is remarkable how theoreticiansd questions
student sd comment s.artistsindghthelptus glinepseythe coatouls ef a prdjextdor t |
rethinking our worlddé which Bishop (2013) beldi
to rouse such passi(p28avasalsoidentifie byany teseaacn ghrtnegsasticee r n

main reasorwhich made contemporary art relevant and interesting to them.
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4. 3. BUT WHAT | S ART, ANXWAY?
PHOTO-ELICITATION

According toJagondzinski (1981ywhat are considered to be "aesthetic" and artistic pursuits are
conditioned by the network of social institutdi
In response to that, 1 aimed to explore how mgesearchers define "art" odés of institutional
frameworks (museum and school). Developing a personal definition of "art" and defining what could b
included in its spectrum might be helpful for widening the expectdtiogscoresearchersf what

could be considered as contempowt, avoiding the modernist and classical cntbrcn were
cultivating through school curriculum

I f I asked for a definition of art directly w
doubt that | would receive any answamfmy ceresearchers or even from myself. Thus, | have used
the photeelicitation method to facilitate this art definition process. As Douglas Harber (2002) notes,
photoe |l i ci tation O0is based on the si mptleer viideewad off
It is a semvisual method of photo taking and verbal reflection. | asked my research partners to take uj
to 10 pictures within two days with the foll ov
dart o i n Avaiorementoned ig thd methadaogy chapter, the pictures ofepbibédion

were gathered in our Facebook group.
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AR Aggelos Nicolaides
< 1 AEKETRon 2047 Alikh Michaelidou
28 NoepBpiou 2017
There you go

i Moy apion! [ Exohiors

Mou apéoeil () ExoMdoTe

Olga Christoforou Nefeli Lestrange Chris Christopoules Ltf
28 Noeygpiou 2017 28 Nogppiou 2017 28 Noepppiou 2017

Fuyyvidyn miou dpynoa Mupii

o™y Mou apéce! (] Exondore

i Natalia Louca
28 Noepppiou 2017

J

1l Mou apigail () Exohdore

Figurel-7. Photoelicitation data, posted on Facebook
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After gathering the data, we arranged an online group meeting toodistindgngs and we tried to
address verbally oWhat art is?0. As | expect
discussion. The teenagers expressed interesting insights about the notion of art.

N\

O was looking for something beautif ul even though art is not always beautiful 6
N\

OSomething that does not have utility value 6

N\

OA way of expressiono

N\
Ot makes you feel something 6

N\

Oro admire ito
N\

QBIory, beauty6

N\

O wanted to take a picture of peopl eds ¢

anybody would agree with me, if that could be considered art6

| 57



CONTEMPORARY ART & MUSEUM

FiguresB-9. Sample pictures from photlicitation
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