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Abstract

Recent trends in critical museology have called for a collaborative approach to the exhibition
process. Although generally agreed upon in principle, no clear collaborative model has yet
emerged that can be applied across variable institutions, given that exhibits are always mediated
by the specific temporal, political, and ideological contexts in which they are created. This thesis
suggests that by translating some of the principles, philosophies, and methodologies of critical
pedagogy to the sphere of the museum, a more dynamic and effective notion of collaboration
will emerge. Through such an application, we can find ways to extend and recreate the role of
the museum as an agent in both the production and consumption of cultural ideologies. “The
Spirit of Islam: Experiencing Islam Through Calligraphy”, a temporary exhibition at the UBC
Museum of Anthropology in Vancouver, Canada, will be used as a case study to examine the
strengths, limitations, and potential of such an approach.
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Introduction

In the past two decades in North America, museums have undergone dramatic changes, both
practically and theoretically. In practical terms, a general decline in governmental funding for the
arts has had an impact on large areas of the culfural sector. For the museum, this has combined
with demands for an increasingly business-oriented rationale for the utility of museums and
exhibitions when funding is made available. The emphasis is on product, with visitor numﬁers,
revenues, and practical utility of exhibits becoming the salient features museums must emphasize
when completing funding épplications. In addition, museums find themselves competing with
other attractions and venues in an increasingly information-Saturated culture.

Theoretical issues are more complex. In the wake of major paradigmatic shifts in the
academy following the rise of postmodernism and thelplethora of critical discourses it spawned,
museums have come under fire for using outdateci theory and method in both their exhibition
practices and coﬁsequent displays. Ethnographic museums in particular have been widely
criticized for at best, misrepreseﬁting,‘ and at worst, distorting or even silencing groups whose
material culture they hold in their collections. In Canada, the most widely discussed examples of
such targets of criticism are The Spirit Sings: Artistic Traditions of Canada’s First People and
Into the Heart of Africa, both mounted in the late eighties and both having tremendous impact on
the way museums saw themselves. Each of thesé, for different reasons, sparked debéte about the
kinds of roles that indigenous and oppressed cultural groups should play in the presentation and

(re)presentation of their own histories and pasts. The Spirit Sings, in particular, began an

! The Spirit Sings: Artistic Traditions of Canada’s First Peoples, was an exhibit shown at the Glenbow Museum in
Calgary in 1988 as part of the winter Olympic celebrations. It generated controversy after the Lubicon Lake Cree
called for a boycott of the both Olympics and the exhibit due to the fact that the exhibit’s major sponsor, Shell Oil,
was drilling on traditional land owned by the Lubicon Cree. The boycott gained international attention and led to
discussions and criticisms not only surrounding the motivation of the exhibition, but also design elements within it.
(For a more in depth treatment see Julia Harrison, 1988. “The Spirit Sings and the Future of Anthropology” in-
Anthropology Today, Vol 4, no 6, pp. 6-9). Into the Heart of Africa was shown at the Royal Ontario Museum in
1989 and generated great controversy over the messages it delivered, which were seen by many to misrepresent
African peoples. (For a case study of this exhibit, see Shelley Ruth Butler, 1999. Contested Representations:
revisiting Into the Heart of Affica. Amsterdam: Overseas Publishing Agency.)




ongoing discussion regarding practice, most clearly aniculated through the creation‘ of the Task
Force Report on Museums and First Peoples (Assembiy of First Nations and the Cénadian
Museums Association,. 1992). This document, consisting of a set of guidelines for museum
practice agreed upon by both museum workers and various representativés of First NatiOns_
groups across Canada, marked the beginning of h significant shift in hdw museums approached
the communities whom they sought to represent. The guidelines emphasized partnership,
equality, and collaboration, and led to many museums adopting a practice commonly envisaged
as ‘the collaborative method’. There have been many.attempts at articulating what this
collaborative method entails, some derived from projects ahd partnerships occurring in othef
disciplines within academia, others being institutionally specific.

Some museum professionals have embraced the concept of partnership whilst others have
been reluctant to defer traditional power roles to groups they view as being less qualified to
interpret material culture. Previous rationales for the utihty of museums (such aé the salvé.ge
paradigm, the preservation of culture for future generations, and the use of both mateﬁal culture
and the space of the museum to educate and enlighten the public) have proven dqubtﬁxl and even
obsolete in the wake of claims of museums being imperialist, racist, ahd exclusive. These claims
are leveled most often at ethnographic/natural history museums rather than fine art-
museums/galleries. It should be emphasizéd that this thesis is specifically concerned with
ethnographic museums, though the debates do not exclusively rest within this éategory.

The multiplicity of competing demands on both museums and their personnel have led to
sdmething of a crisis within many museums. Both individuals and institutions now face
questions regarding their value and utility, of, in extreme cases, even their necessity. The
answers to such questions will vary, depending on whom you ask, but thé most commhn
responsé involves the concept of education. Although previou's méthbds of .presentatihn may

have been erroneous, most museums still feel that they are educating the public in some way, and
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their ‘educational potential’ is most often cited as the justification for funding and value. The
definition of what exactly constitutes education, however, varies considerably. How is such a

concept to be enacted, let alone measured? These are questions that this thesis will explore.

The ‘New Museology’ and Critical Pedagogy

The precursors, nuances, and implications‘of the above debates hax)e been much
discussed (e.g. Ames 1992; Bennett 1995; Karp and Lavine 1992), culminating in a body of
thought that has been termed ‘the new museology’ (Vergo 1989). The new.museology
emphasizes critical thinking both about and within museutﬁs, and proposes solutions in
collaborative work, though, again, clear models describing what thi_s entails are elusivé_.
Different approaches have been ﬁsed with varying degrees of success, but no clear Sti'uctural
model has yet emerged. The vague qualit3; associated with the collaborative concept would
appear to be linked to the fact that collaboration is necessarily inétitutionally and’_regionally
speciﬁc.‘ Local politics, personality clashes between key stakeholders in exhibit formation, and
the organizational structures of speciﬁé museum and community organizaﬁons would seem to
defy any set modéls of ‘how to’ collaborate. The éhallengé could perhaps be more fruitfully
conceptualized as how to develop a set of guidelines that might.facilitate a collaborétive
approach to the exhibition brocess. 1 believe that sﬁch a set of guidelines can be found in the
sphere of critical pedagogy.

The goals of critical pedagogy originate in the egé]itarian visions of John DeWey and
Bertrand Russell articulated in the first half of the twentieth century, namely, that the democfatic
vision of classical liberalism, if implemented into education, could produce huméns that were

equal, co-operative, and whose goals were based on sharing and equal participation rather than

accumulation and domination (Macedo 2000:38).




Essentially, critical pedagogy aims to create environments in which teachers and students
can each bring their own experiences.to the learning environment and thereby create spaces
where marginalized grouos are able to engage in a dialoghe surrouhding issues pertaining-to their
lives (and eventually be given opportunities to produce rheir own representatiohs). The role of
the teacher is central; as they are of pivotal importance in helping learners to develop their

critical capacities.

Structure of Thesis

In translating these ideas to a mhseum format based on collaboration, both the exhibition
space and its contents become relevant as players in the creation of knowledge in that the
messages they entail are created through the diaIOgue of collaborating participants. _These
expressions of knowledge are further open ro mediation and ap‘propriation by visitors-as-learners
and by individuals or groups who are actively speaking within the exhibit space. "The Spirit of
Islam: Experiencing Islam Through Calligraphy, a temporary exhibit at the Mhseum of
Anthropology (MoA), at the University of Bn’tis_h ‘Columbia 1n Vancouver, Canada, serves as a
useful case study in understanding how such principles may be played out in both the
construction and realization of museum learning environments.

Running from Qctober 2001 to May 2002 The Spirit of Islam was the result of a two-
year collaboratlon between the Museum of Anthropology and over one hundred adwsors from
Muslim communities in the lower mainland of B.C. From its inception, the exhibit was faced
with two majn challenges. The first was to provide a space in which to confront simplistic
stereotypes of Muslim identity presented in mainstream society, or a view that has been dubbed

“the three B’s: bombers, billionaires, and belly-dancers”.> The second was to create a dialogue

% Though he did not come up with this phrase I take thls quotation from Dr. Takim, a visiting scholar who spoke at
the Museum of Anthropology in February 2002, as part of the Public Prog:ams Speaker Series for The Spirit of
Islam exhibit.




not only between the exhibition and museum visitors, but also between different Muslim
communities in the Greater Vancouver area. Muslim collaborators for the project were drawn
mostly from the larger Muslim organizations in B.C, such as the B.C. Muslim Association, the

- AgaKhan Shia Imanﬁ Ismaili Council of B.C, and the Shia Muslim Commﬁnity of B.C. The
diversity of opinion on what it meant to be Muslim amongst these diﬁ'erent groups presented a
particularly strong challenge to the exhibit in terms of coming to a ccmm_oxﬂy agfeed upon
content. Ultimately, the commitment to full partnership made _by both the museum and the
Muslim communities resulted in the exhibition being stfonger for having such diversity. It is the
nature, function, and some of the implicétions of this panﬁershjp that this fhe_sis will explore.

The exhibit was unique in a great mén_y ways. In £erms of following the collaborative
method, the level of dialogue 5etween divérsevstakeﬁolder parfies during the plannihg.and
- implementation of the exhibit was phenomenal. Several committees were formved to discuss
every aspect of the exhibit from its inception to its opening. These smaller units were presided
over by an Advisory Committee composed of Muslim community leaders and museﬁm personnel
which had final say on any and all decisions regarding the exhibit.

There are several levels on which the exhibit worked according to the principles of
critical pedagogy. I will examine how the exhibit planning and irﬁplémentation prc.)cess. became
a dialogic sphere in which learning transpired based on ongoing dialogues between memﬁérs of
the Advisory Committee who created the exhibit. Second, the space of the exhibit itself will be
examined, both as an éctor in a dialogue between itself and visitors, and particularly as a space
used by participants to create their own dynami_c's of tcachjng and learning. VThe latter is of
greatest interest with régard to a critical pedagogy perspectiVe and will centre on the official
Educational Program that accompanied the exhibit. This program was 'co-t_aiught by Muslim and

non-Muslim volunteers, with a goal of having three educators present, one non-Muslim and two

Muslims, each from different local communities. The Education Program itself entailed multiple




dimensions of interaction - between learners and objects, Muslim and non-Muslim volunteers,
and students and volunteers, many of which will also be discussed. -

This thesis will argue that the reason that the environment created in Ihe'_ Spirit of Islam
worked in the mamier espoused by cﬁtié’al pedagogy was due to the influence of two majof |
factors, namely, the space of the exhibit and the timing of the.exhibit._ The first relates to the fact
that several of the tenets of _cfitica.l pedagogy informed and became manifest in béth the planning
process and the resultant exhibit spacé, most powerfully 6bser§able ih the Education Program.
This was partly the intention of the Chair of the Education Committee, and partly arose
independently from the pérticular ethiéal convictions of the stakeholders iﬁvblVed. HdweVef, the
commitment to collaboration and partnership made by all parties from the outset wés key in
allowing this educative sphere to evolve so uﬁiquely, as the methodology of the collaborative |
process as undértaken by MoA is complementafy with many of the fundamental methodblogical
principles of critical pedagogy.

The second factor, the timing of the exhibit, is more cémplex, yet derives fro_m‘ the first.
Timing became important when terrorist attacks believed to be perpetrated by Muslim
fundamentalists occurred in the United St‘ates»oAf America just a few weeks before the exhibit
opened. These attacks and their aftermath became a focal poiﬁt.around which m_eanihgs of Islam
became publicly del;)ated in a broad range of sph‘éres; The Merxhibit then beéame a-case of the
opportunity for dialogue as a method of learning meeting the preba,rednesvs for creating new
understandings of Islam. The alignment of the exhibif with critical pedagdgical ;Srinciples
created a space where.meanings were malleable. This malleability allowed the exhibit Spéce to
counter the prevailing. ideology sur.roun_dving'Isvlam propagated by hegemohic forces in current
mainstream Western society.

The reasons behind both the spatial and temporal factors at work here will be explored -

through examining both the current climate in museology and the current climate in Western




attitudes toward Islam in the wake of terrorist debates, as framed against critical pedagogical
articulations of learning, teaéhing, and knowledge production. Specific reactions will be
addressed through looking at some vof the publicly sanctioned ideblogical assumptions
surrounding Islam throughoht thé time the exhibit was Qﬂ display and how these fed into the
meaning of the exhibit. It is necessary to ‘examine thesevsphveres in order to highlight the extent
to whic.h museum exhibits and their potential as fransformative educative sites are temporally,

instithtionally, and culturally specific.

Methods and Goals

The intended goal of this research is to explore this potential of the museum as a space
that can be appropriated for new articulatihns of education as éonceived by critical pedagogy. It
is asserted that such’ a potential, if harnessed, would lead to an extension and recreation bf the
museum’s péwerful position as an agent in both the production and consumption Qf cultural
ideologies, leéding to this power being utilized as part of a project to create a more socially
demdcratic society.

There weré two methods used to investigéte and hnderstahd the workings of the exhibit.
The first was participant obsgrvation, primarily within the exhibit space. Through observing the
interactions between volunteers, students, and teachers of varying ethnicities and ages I was able
to develop an understanding of how ‘education’ was heing conceived ’hy the varidus parties
involved. 1was presént for the duration of a total of twehre school group visits over the space of
five months, though the majority I atténded took place during the last two months of the exhibit
run. The number of children involved ranged from approximately twenty to sixty.- The youngest
group I observed were in grade five, the oldest in gfade twelve. There was an extreme diversity

of ethnicity within the groups, and in over half of the groups at least two Muslim students were

present. I also observed two sessions involving only Muslim students.




The composition of the volunteers was also varied. There were a total of seven non-
Muslim volunteers present at different times across the twelve programs I attended, and nine.
Muslim volunteers frém a variety of c_omm"unities. I also visited the exhibit sﬁace at other tjmes
to observe general museum visitors and their reactions. All quotations-cited in this thesis by
visitors, students, or educators in the exhibit space were seen and heard directly by myself.

I also attended many of the Public Programs Lecture Senes that ran in conjunctlon with
the exhibit and was able to hear guest speakers discuss the exhibit specifically and Islam more
broadly. In addition, as a UBC graduate student I took part in a Critical Curatorial Stucﬁ_es
course which included in its curriculum two seminars with exhibit participants — one in the space
of the cla.ssroom and one in the space of fhe exhibit. ‘

Observational evidence was supplemented througﬁ conducting interviews (both semi-
structured and open ended) with both museum staff and Muslim community members involved
with the exhibit. The objective of these was to gain an understanding how participants arrived at
the structure of the program and what ethical considerations were brought to bear 6n the process.
Such methods allowed me to compare the theory of the exhibit, in terms of the ways in which it
attempted to create a unique learning environment, with the practice of the exhibit and to what
degree this was effective. |

The above methodological choices were made based on fhe fact that the kind of learning
that 7The ‘Spirit of Islam was attempting to create is not the kind that can be .measured statistically
or immediately. The concept of visitor studies'is a relatively recent one in museum literature,
and thqs limited. Visitor sﬁrveys and questionnaires may well have demonstrated a positive
response to the exhibition, but would not have explained how the learning process waé occurring,

nor if it was successful. Observation of the educators themselves is more fruitful for such

research in exploring and articulating different methods of collaboration.




In order to come to such an understanding, the first part of this thesis must undertake two
related tasks. The first and more general is to make the case for the museum és an agent of -
ideological control which ié aligned with the dominant hegemonic position of the ruling classes
(or bpurgeoisie) of contemporary Western society.. The second is to exanline how critical
pedagogicél principles might be used to subvert this function and to diséu’ss the potential degfe‘e
to which the museum could function as a counter hegérhonic space. I will ﬁr_st preéent the theory
5ehind sucha notion, and then offer a case study as a concrete terrain to explore how theory here
can be translated into practice, or praxis to use the preferred term in cﬁtical pedagogy. Praxis is
understood as the intersection or interface between theory and nractice and it is this space that I

am most interested in exploring.

Radical Education and Critical Pedagogy

Critical pedagbgy builds on the fenets' of radical ed.ucation, a concépt most often
associated with the work of Paulo Freire, though his work has connek_:tions with that of many
other leading scholars, most notably Henry vGiroux (1992), Arjun Ap.p‘adUrai '(1996;' ZOOQ) and'
Noam Chomsky (2000). |

It is difficult to define Freire’s radical education. It is not so much a theory as a set of

principles. As Giroux describes it:

Radical education doesn’t refer to a discipline or a body of knowledge. It suggests a particular
kind of practice and a particular posture of questioning received institutions and received
assumptions. I would say in a gé'neral way that the Bésic premises of radical education grew out
of the crisis in social iheory. More specifically, we can distinguish three traits: radicnl education
is interdisciplinary in nature, it questions the fundamental categories of all discipﬁnes, and it has a

public mission of making society more democratic. This last point is perhaps the principle reason

why radical education as a field is sovexcitin,g. We can take ideas and apply them (1992.9).




Radical education takes the public sphére as its locus of applicatidn, however broadly conceived
that may be, and this is one of the crucial points of difference between it and other theoretical
approaches, which tend to be focused within the academy, and often at a considerable.levél of
abstraction. The focus on the public sphere is also what makes it particula:rly'appl_icable to the
museum, as the majority of museums are public institﬁtibns and are acpountable}ias such.
Certainly in this fhesis when I refer to the museum and its potential, I am discussing -pub’lic' rather
than private institutions. |
Freire’s work is volunﬁnoué, beginni'ng with education in literacy (Freire 197 6; Freire
and Macedo 1987), and rﬁoving through studies of educational pqlitics (Freire 1985) and |
philosophy (Freire and Macedo 1998; Freire 1998). From ihis foundafion has stemmed the
lvarg.er field of critical pedagogy, which is concer-néd with examining “the intercdnnecting
relationship among ideology, power, and culture” (Leistyna et al. 1996:»3): Freire’s final Work, |
Pedagogy of Freedom: Ethics, Democracy, and Civic COdrage (published posthumously) is
perhaps the broadest of his texts and uﬁites many strands of critical pedagogy. It also has
particular utility for ‘cultural institutions. As an educator, scholar, and activist, Freire is
concérned with pedagogy.and its use as an agent of liberation, with the uitimate go_al‘of creating
a more democratic society. His essential philosophy is that the only way to empower the
oppressed is through education, though the concept of educatioﬁ in the First world is both
misunderstood and ﬁxisused. He réjects the ‘cc.)mmon ‘banking’ theory of educatibm'\%/here a
teacher imparts to the student their own knowledge in order thét the stﬁdentv learns by |
transmission, and instead proposes a more dialecti_cal system of education, where both the
teacher and the student bring their own experiences to the learning_envirdnment, each learning
from the.other. Education here is not enacted through transference but through different parties
being involved in the productioh and the consumption of knowledge. The téacher’s task theh, is

not to mold but to encourage human agency.
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Central to thié process is the idea of ethics. - It is impossible, Freire contends, to divorce
the human condition from the ethical condition. In other words, that which is Saidva'nd fhat
which is doee must be coterminous. Specifically, Freire is concerned with ideology and how it
influences the learning process. He insists that through our inherent ‘epistemologieal curiosity’,
.hum_anity has the capacity for critical reflection, and threugh such eeﬂection is able to rise above
ideology and instead choose to be ethically .inform__edv and motivated.

Apart from the recognition that education is both ethicalljr and ideelogicaliy informed,
other requirements‘ of educators who aim to be cn’ticai pedagogues include humﬂity, a 'capécity
to be critical and to critically reflect, and an ability to recognize one’s own conditioning. The
broader philosophy behind the articulation of these principles is fhet if practiced, they will lead to
the developmenf ofa “criticai reading of the world” (to use Freire’s phrase) in which the
educator is able to make links between ideology, ethics, and education. Uncovering the
connections between these will in turn create .a more just society, one in which the oppressed will
have the ability to usurp the conditions of their obpression. Freire is deliberately vague about the
use of the term oppressed, using it to_kdescribe. any group dominated by another, particularly at an
ideologically manifested level. It is a charged term and needs te be defined in relation to my
argument.

In the time period under discussion in this thesis, I feel that North American Muslims and
Arab Canadians can be placed in theveategory of oppressed in terms of representation and
identity. They are oppressed in tefms of representation in the sense that they have limited access
to mainstream education and media apparatuses and therefore cannot easily controlbwhat is said
or taught about their beliefs and identity. They ere also oppressed iﬁ having to confoh’n to mary
of the structures of North American society that conflict with both their beliefs and the lifestyle
these beliefs entail (for example, the requirement of Muslims to pray ﬁQe t_imes a day is not

facilitated by typical work environments in Canada).
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The degree to which iﬂdividﬁal Muslims or Muslim communities feel oppressed v(rill»vary
greatly, but I feel that they may be. placed in thé category as Freire and other critical pedagogues
discuss it by virtue of tﬁeir ‘marginality within main'stream North Amer_icb,n society. Examples of
this. marginality will be discussed ﬁxrther as the thesis progfesses and are pivotal to
undérstanding the _irﬁporténce of The Spirit of Islam exhibit.

Radical education is not only theoreﬁc;allj but also pOliticaﬂy infofmed. 'Again, these
descriptors also aﬁply tb the museum, however ﬁxuéh it may attempt to reéis; such |
éharacterizations. Though I intend ‘to‘discuss some of the spéciﬁc'mefhodological guidelines
espoused by vartous critical pevdagogues and hqw such methodblogy ﬁnpactcd’ The Spirit of
Islam exhibit, I‘anch_or this thesis in the larger project of transforming musepmé into more
democratic spaces, in order that they in turn can function in society as ﬁlore counter-hegemonic

spaces, a function I will discuss in more depth below.

Exhibition and Marxist Theory

Exhibits are constructed representations that reflect particular ideologivesv invpanic,l‘ﬂar
times and places. Critical pedégogy fakes the view that humans are condit.i}oned but not
determined, thereforé both history and future can be seen as possibility. We are all, 'acccl)rding to
Freire, people that live in a world which is “radically unfinished”, and. can .thereforel change,
though this can only occur wheﬁ critiqvue'.is combined with péssif)ility ina democrétizing project.
The relationship is diqlectical, withbthe utility and value of such a ‘radical democratic pro'j.ect’
being that it “provides an ethical reférent both 'for engaging m a critique of its owh authority and
as part of a wider expression of authority” (Macedo 1996:211). |

All of the above ideas are parﬁcplarly important for rﬁuseums to consider given their
complicated histories and uncertain futures. As répositdries Qf vast stores of cultural heritage of
many peoples, particularly oppressed peoples, it is imperative that they find ways in wflich to

12



connect ideology and education toward a goal vof equality of representation. Radical education as
a field is outlining methodologies for undertaking such a task,»and it is my contention that these
must be taken into consideration wheh plannihg rrluseum exhibits, conceived asllearning
environments, or indeed when planning‘museums themselves.

Theorists_and praictitioners who .claini to be criticel pedagogues begin withVWhat is
essentially a Marxist conception of society. That is to say, they 'b‘egin with the notion that in
society, humans are defined by the work that they do and the institutions they are forced to
part1c1pate in. Consciousness, then is determlned by sometal being. At the time Marx was
writing (the late mneteenth century) such a notlon was in opposmon to the dominant conception
of humanity which held that human consciousness determmed soc1ety and that subsequent

cultural institutions were the product of rational thought. Marx held a materialist view of the

world, asserting that the relations of production in society created certain subject positions that

people were forced into occupying- most notably class relations. The relations'of production ina
society created the foundation or base of society, which was economic. Resting on this base was
the superstru_cture, consisting of cultural institutions such as political, religious, and legal
systems. As the base determined the superstructure, the humans that participated in it were
merely occupying already deterrriined positions. Change and progression in society were:
therefore only possible when the mode of production was changed, which.would che,nge the base
and the corresponding superstructure. Such change would 'only be possible throUgh contlict,
when the workers (proletariats) who r_ria_intained the relations of production'by prov'idiné labour E
attempted to overthrow the capitalists (bourgeoisie) who controlled the profits creeted by this
lahour.

Marx’s base- superstructure metaphor has been much 1nterrogated and 1nterpreted
throughout academia, particularly in the transition from ‘Marx’ to ‘Mamsm (Rockmore 2002)

and there is little to be gained by relaying these arguments in their entirety. Instead I w111 focus
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on the concepts of ideology, hegemony, and dialectics as they derive from Marxist thought and
how they have been amended/understood by theorists relevant to the field of critical pedagogy.
Such a detour is necessary in order to understand the origins and emphasis of the terrain of

critical pedagogy as a whole.

Dialectics

The pivotal argurhent surrounding different interpretations of Marxist theory involves
human agency. Many have argued that Mant’s model is too abstract :tnd categorical, not
allewing for the fact that humans have agency in their own lives. The usual counter-argument to
this lies in Marx’s use of dialeetics. The base and t_he superstructure have a dialectical
relationship, that is, whilst being contradictory, they also rely on and influence each ether. In
fact, the dialectical relationship between the workers and the bourgeoisie is pivotal, being the
only way that chatnge can occur. In order to overthrow the bruling class, the working class must
recognize their position of subordination, that is, they must develop a ‘class consciousness’.
Paradoxically, the way they are kept subordinate is through the State’s ideological repression of
class consciousness. This dialectical relationship is at the core of critical pedagogy, which
contends that the oppressed (Freire’s replaeement term for the proletariat) are eppressed due to
the lack of information they ﬁave access to with regard to their positions. The fofmalized
educational system as administered by many governments throughout the world is complicit in
reinforcing and creating an ideology (Currently an ideology of capitalism) that keeps the
oppressed as oppressed in order that the ruling classes (oppressors) can remain in their positions
of privilege. Thus, “the ’dialectic of ‘oppressor’ is the reality of the ‘oppressed’” (Leistyua et al.
1996:213). Therefore, the role of the educator is pivotal as, rather than being complicit with the
dominant ideology, they can subvert it and use education quite differently asa tool for

emancipation. Doing so requires the educator to reject their own position of privilege and make
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their beliefs bare as well as commit to the potential of a classless society. Such a vision entails
that the educator will willingly give up their power (or “commit class suicide”, to use Freire’s
phrase), giving the oppressed the tools to dismantle the current system of ideological ¢ontrol.
This is why the recognition of dialectic is so pi\}otal to the critical pedagogical vision.

The origins of a concept of dialectics arguably predate ancient Greece. Accordihg to
Moacir Gadotti, 'a'leéding proponent of critical pedagdgy, precurSory articulatioﬁs of the concept
can be found in the writings of Lao Tse and the pa‘rado’xe§ of Zenon of Elea (1996:136).
Popularity increased wifh the‘Widely used Socratic method of analysis and synthesis, and key
historically-oriented extensions were provid'ed 'By Jean-Jacques Rousseau’s notion that society
conditions the individual in terms of freedorﬁ and democracy. Ludwig Feuerbach extended this

thesis with a rejection of God (conceived as a projection of humanity’s lack) that led to

affirmation of identity as a human (1996:137). Whilst Gadotti claims that all these theorists can

be seen to have used the notion of dialectics in one way or another, he asserts that it was
Friedrich Hegel who advanced the notion most significantly in terms of how Marx perceived it.
(1996:139).

Hegel emphasized reason, holding that ideas and rationaIify.created the world. Historical
change was brought about by ideological change; therefore history was the manifeStation of |
reason at the same time that it was able to be changed. Contradiction was not illogical to Hegel,
but: |

the real engine of thought, and, at the same time, the engine of history, as history is no more that
the maniféstation of ideas. Thought [was] not considered to be a static entity. It evolved through
contradictions which have been surpassed, from that of thesis (é;ﬂinnation) to that of the
antithesis (negation), and thence to synthesis (concilliation) (Gadotti 1996: 12).

Marx not only inverted Hegelian dialectics, but innovated through his application of dialectics to

societal reality, as constituted through political and economic relations (Gadotti 1996: 15) Marx
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retained the notion of movement but located dialectics in the sphere of the material rather than
simply the spiritual. |

1 include the above history to emphasizerthat th_e goals of 'critical pedegogy' are not new
and are not irnplausible7 though they are often perceived te be in today’s hegemqni‘cally rational
society. Notions of process, dialectics., and ethice may have Been ebseured by the positivistic,

scientific and objective thinking that have ac’corhp_anied the rise of Western society to a position

of global dominance, but these notions are historically grounded and continue to be vital.

Perhaps the most impertaht point regarding dialectics in a pedagogical context is that it is
understood as both theory and method, or praxis, to use the preferred term within the field.

Gadotti claims that:

‘For Marx, dialectics explained the evolution of the material, of nature, arid of mankind
itself... Marx’s dialectics is not merely a method to arrive at the truth. Itisa conception of man,
society, and the relationship between man and the world (1996:13).

This also emphasizes the proeessual' nature of a critical pedagogical approach. Carlos Alberto

Torres further expands that a dialectical conception constitutes:

- both a method for intellectual i mquxry, and as the texture and dynamics undersconng the evolvmg

" reality of human beings, culture, and society...dialectical development begins with the. assumptlon
that reality evolves from contradictions between antagonistic and nonantagonistic forces. It is
always a dialectic of oppositions that cohstitufe the dynamicé ‘of transformation of reality.
Culture is always the result of the systematic accumulation of human actions and reactions. |
Hence as a civilizatory artifact, culture- and, by 1mp11cat10n human praxis- is always entangled
with moral, ethical, spmtual and material premises- and I must add- dilemmas which
underscore, but also result from, conflictive (r)evolution of any human or cultural reallty Reality
1s, simply put, constituted through and an outcome of historical struggles
(Torres 1996:xix).
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Torres here not only reinforces thé centrality of a dialectical approach to edunation, but also
points to the dialectical dimension of culture. This is importnnt to acknowledge in-tefms of this
thesis as an anthropological study of cultural phenoniena as expressed through the institution of
the museum, which I believe is too often ch_aracterized as a static space. |

In the same way that an undérstanding of" the origins of dialecticism is iinportant in order
to avoid getting tied up in the myriad of contemnorary_ deba;ces surrounding human agency and
structure, it is lequally important to avoid confusion abou_f critical pedagogy’s undérstanding of

ideology.

Ideology

There now exist so many distinguishable views of ideology that a standard deﬁnition is
difficult. The important idea with regard to how critical pedagogy has interpretéd_ thé concept
lies in its position within the superstructure. Raymond Williarns has a'rgne_d that Manx’s notion
of ‘superstructure’ can be seen in different works to denote three things: “legal and. poliﬁcal
forms which express existing real rélations of production” (which relates to institutio‘ns), “forms
of consciousness which expre'ss' a particular classvview of the world” (which relatés to
consciousness); and “a process in which, over a whole range of activities, people become

conscious of a fundamental economic conflict and fight it out” (which relates to political and

‘cultural practices) (1994 [1977]:586).

Marx’s general notion of ideology implies that as ideas are an expression of
consciousness, they are therefore determined by the conditions in society that create
consciousness. He contends that in order to mnintain the reproduction of the means of
production (the labour power), that is, to indoctrinate and hold workers into their subordinate

positions, ideas are co-opted by property owners to pérpetuate their power. Ideology is the
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subsequent set of beliefs that both the workers and the b§urgeoisie hold, though the WOrkers are
unconscious of how they came to hold them.

Louis Althusser (1971) in particular has explored these ideas,. asserting that the way
ideology 1s tranélatéd into ﬁeoples’ consciousness is through the “ideological state apparatus” or
“ISA” (which is composed of several elements). He :dfaws and extends this ‘deﬁnitic)n from the
traditional Marxist conceptioﬁ of the function of the State apparéfus és a répréssive force that .
prevents the working classes from s_tx‘uggiing against the rulif;g class.. The State contrq’ls through
the “repressive state apparatus” or “RSA” (Althusser’s term): the government, laws and law |
enforcement agents (e.g. police, courts, prisons), and amﬁes (1971:144). The key characteristic
of the RSA is that it functions by violence of threatened violence. ISAs, by contrast, function |
through ideology (1971:146). Examples include churéhes, schools, media, ‘and, signiﬁcantly,
cultural institutions (1971:143). Both >the RSA and ISAs are dialectic - the RSA functioning
primarily by repression and secondarily by ideology, and the ISAs in the reverse (1971:146). At
the time he was writing, Althusser asserted that the school had replaced the church as being the
most influential ISA, primarily due to its having vast amounts of time in which to transmit
ideology (1971:154). Today, I would agree with cultural theorist Tony Bennett (1995), who
asserts that,culturél institutions are gaining in importance on this scale of influence, givén both
the increasing demand for entertainment in society as well as a world thét is becoming at once
both more‘ multicultural and rhore globalized. The immensely inﬂuential role of the mass rﬁedia
mﬁst also be noted, as-Arjun Appadurai (1996) has discussed at lengih. The implications of both

of these forces will be discussed further in my -analysis of The Spirit of Islam.
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Hegemony
It is at this pbint that hegemony becomes importa_nt. The term hegemony, most clearly
associated with the work of Antonio Gramsci, refers to the process by which ideology and

culture are made to function dominantly. Althusser writes:

no class can hold State power over a long period without at the same time.exercising its
hegemony over and in the State Ideological Apparatuses...[which]...may be not only the stake, but
also the site of class struggle, and often of bitter forms of class struggle (1971:146).

As the RSA controls the pdlitical_condition_é of society (baéed on exploitativ§-rélati6ns), the ISAs |
control the Way in which thése political conditions are translated into ideologies éﬁd
communicated to the workers, thus ensu.ring the reprodubtion of the‘mean.s of productiori, or the
maintenance of an ideologically controlled workforce in a capitalist society. These %:onditions
are possible to change, ‘but only. through changing the iris’tifutions that have ‘hegemoﬁc cont;ol.v ;
Marx’s emphasis on conflict as the only way in which to énact chang,.evtranslates. here to having
to challenge the hegemonic intellectuai and moral logic enactgd thfough the ISAs (which, by the
nature of i(ieology functioning hegemonically, wbuld be extrém‘ely diﬂicult).v |

Critical pedégogues tend to focus on how the nbtion of power (and diﬁ‘erential access to
it) is implicated in the concept of hegemony. Understanding the tra’ﬁsmiSsion of ideology
invqlves more than just identifying elements of the ISA. It alsd involves looking at “the ways in
which power, technology, and ideology come together to prodiic‘e forms of knowledge, social
relations, and cultural forms that function to actively silence peoble” (Giroux 1992:xxiii). Thus,
the notion of hegemony allows a diﬁ‘erentiatién between and extension of ari{unde_rsta‘nding éf
ideology aé simply a set of ideas and the u'ndersfanding of .ideology as exprésséd through
material practices. As Williams explains it, referring to Gramsci’s positidning of hegemony as a

‘whole social process’:
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Iti 1s in just this recogmtlon of the wholeness of the process that the concept of ‘hegemony” goes
beyond 1deology What is decisive is not only the conscious system of ideas and belrefs but the
whole lived social process as practically organized by specrﬁc and dominant meanings and
values. Ideology, in its normal senses, is a relatively formal and articulated system of meanings,
values, and beliefs; of a kind that can be abstracted as a ‘worldview” or a ‘class outlook’...A lived
hegemony is always a process. | It is not, except analytically, a system 6r a‘structure. Itisa
 realized complex set of experlences, relationships, and activities, with speéiﬁc and changing
pressures and limits. In practice, that is, hegemony éan never be singular. Its internal 'Structures
are highly complex.... it.does not just passively exist as a form of dominance. It has continually
to be renewed, recreated, defendedand modified. It is also continually resisted, limited, altered,
challenged by pressures not at all its own. We have then to add to the concept of hegemony the
concepts of counter-hégemony and alternative hegemony, which are real and persistent elements

of practice (1994:595).

The notion of counter-hegemony is taken up extensively by qritical pedagogue Henry Giroux,
and is of pivotal importance for the practice’s methodological outlook. T will later explore the
implications of counter-hegemony within a museum _elnvironn'lbent.» Hegemonic control and its
specific relevance to The Spirit of Islam will be uncovered thraugh looking at how North
Americ‘an media and government bodies conveyed particular messages surrounding Islam at the

time of the exhibit.

Museums and Critical Pedagogy
Now that the key concepts have been explored I will turn my drscussron to the
application of a critical pedagogical perspectlve to the terrain of the museum. I will begm by

citing Giroux, who notes:

Freire would never argue that his work is meant to be adapted in gridlike fashion to any site or
pedagogical context. What Freire does is to provide a metalanguage that generates a set of
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categories and social practlces that have to be crltrcally medlated by those who would use them
for the insights they might provrde in drfferent historical settings and contexts (1 992 Xviii).

I do not inelude this citation as some kind of _disclairner to excuse a less than rigorouS anelysis,
but rather to situate this thesis as an expioration of how critical pedagogy guidelines can begin to
be translated to the site of the public museum rather than as a definitive guide to application.'
Broadly conceived as a cu1tural institution, the md_’senm (and particularly the
anthropologymuseum that explicitly concerns itself witn culrure) couid easily be placed in the
category of an ISA, particularly in a historical context. Even today deepite ongoing cnanges in
theory, method, and the interface or praxis beiween the two, m_u'seums still play a large role n
ideological control (through a variety of means) as has been shown by many cultural theorists.
Tony Bennett, in a study he describes as “a politically focused genealogy for the modern
' public museum” (1995:5) has comprehensi\rel}i articulated how tn_e museum (as a pe'rt of a wider
“exhibitionary complex”) has historically functioned culturally not only as a site of learrring and
knowledge keeping, but also as a site of social reform intended to discipline and encultnrate the
pubhc into acceptable patterns of behaviour. In addition, it has been responsrble for propagatmg
the dominant scientific and anthropological theones contingent w1th the time penods in whlch it
operated. To draw on a more specifically 1deologlcal example of how the museum has fulfilled a
hegemonic function in communicating the dominant ideology, Gaby Porter (1996) has traced the
ways in which museums have created gendered and hierarchical spacesi Borrowing from
poststructuralist theory, Porter translates the relations of text/author/reader into the'rnuseological
relations of exhibition/cnrator/visitor to nnravel the ways in which meanings" of gender are
created within the museum. Porter’s anaIYSis is particularly relevant to the nurposes'of this
thesis, as she demonstrates that it is indeed possible to take theoretical arguments from one

sphere and translate them to another to produce new analyses.
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Certainly it is clear from these studies that museums have historically, and continue today
to function as 1deolog1cal agents in how we [the pubhc] understand our world Given this, let me
now turn to a d1scuss1on of the mtersection of critical pedagogy and new collaborative emphasrs
currently belng espoused wrthm museological discourse. |

When embarking upon a collaborative project, many museums in Canada today tend to
take as a starting point'the‘themes of vpartnership, equality, and community involvement.. These
broad guidelines can and have l)een interpretedin many ways and need to 'he supplemented by
further rnethodology. A more developed methodology can be found in an approach that is
gaining momentum in both the academy and in organizations - ‘Participatory Action Research
(PAR)’ or ‘Community'Based Participatory Research :(CBPAR)’.. Primary features of .this
approach include conducting research that is both with and for the people being researched
(particularly oppressed or powerless people), a passionate comniitment on the part of the
researchers toward both conduction of and reflection on the research, the subjection of the
research to political and economic analysis, and collaboration and partnership betWeen all
participants in the design, implementation, and use of the research in order to effect changes in
the social reality of the group(s) under research (St. ‘Denis 19_92:55). Approaches such as CBPR
and PAR share many similar features and projected outcomes with critical pedagogy, and indeed,
are grounded similar philosophies. The difference is sim_ply that critical pedagogy taltes
education as its primary locus whereas CBPR/PAR are concerned with research. Museums, of
course, are concerned with both, but as education is more easily identified With the_ museum’s
relationship with the public it forms my focus here. 1 mention these similar practices to -draw
attention to the fact that such progressive methodologies are being ernpl_oyed in other sites of
cultural production with much success, implying that adaptation to a range of spheres is not only
possible, but also logical. - Many museums are looking to such applied programs' t‘or guidance on

how they can create collaborative projects and such methods are becoming more and more
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integrated into the ways progressive ImuSeums and their staff approach exhibit content, design
and 1mplementatxon (Peers and Brown, in press)

As cntrcal pedagogy sees its terrain as bemg the public sphere it is easy to apply some of
these pnncrples to the museum, whrch also resxdes in the public sphere. Essentrally, then, the
goal is to democratrze the museum creating an ethically aware and dralogrcally dnven
enwronment Given the complicated orgamzatronal structure mvolved in the process of moving
an exhibition from idea or concept to physical entity, it is essent1a1 that these pnncrples are
adopted at the level of planning rather than simply 1mplementat10n Although the cr1t1cal
pedagogical model uses the classroom as the locus of actlvrty,v I believe that within a museum
environment both planning committees as well as resultant .education programs must adopt
cntlcal pedagoglcal gurdelmes in order to be democratlc and actlve agents of change

Giroux has identified two basic assumptlons that inform the field of cntrcal pedagogy at
large. The first is the necessity for a ‘language of critique’ or a questioning of preconcelved
knowledge and suppositions about the world. This is only effective when combined with
‘language of possibility’, which “goes beyond critique to elaborate a-positivelanguage, of human

empowerment” (1992:1 1) Therefore education needs to be transformatlve and is concerved asa.

~ political and reflective pro;ect wnh the teacher and student learmng from one another on the

basis that education is just as much a social prolect as it is individual.

The process is dialogic | which means it goes far beyond the idea of a converSation. As
Macedo defines it: “dralogue asa process of learmng and knowmg must always involve a
political project engaged in breaklng down the oppressrve structures and forms which have
become ideologically embedded and socrally' and practrcally 1nst1tut10nahzed” (2000.204). This
is crucial. 1 belreve that the dlﬁ‘erence between draloglc versus conversational spaces and

pohtlcal versus neutral pI'O_]eCtS are the key dlﬁ'erences in current trends in museum exhlbltry and
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future potentials for museum exhibitry. This will become apparent as I progress with my
analysis of The Spirit of Islam as a case study. | |

This is also the facet of crmcal pedagogy that is rhost often mlsmterpreted by educators
, attemptmg to enact its prmcrples Wlthout a pohtlcal prOJect bemg intended, educatlon of any
kmd will only ultrmately reproduce the dominant ideology, as processes of domination and
4 power dlfferentratron w111 be masked. Frelre has called such mlsmterpretatrons of his work
“laissez faire” pedagogy, where educators create a space for dialogue but fa11 to direct the
dralogue toward emancrpatron Macedo charges such attempts with creatmg a “romantic
pedagogical mode that exotrcrzes drscussrng lived expenences asa process of commg to voice”

(1996:205). He likens such a reduction of p'edagogy to:

a form of middle class narcissism [that] creates, on the one hand, the transformation of dialogical

- teaching into a method invoking conversation that provides participants with a group _ther_apy
space for stating their grievances. On the other hand, it offers the teacher as facilitator a:safe
pedagogical zone to deal with his or her class guilt (1996:205).

Instead, followmg Gramscr critical pedagogues ad\rocate takmg a war on position” coustantly
negotlatmg who is oppressor, who is oppressed and how identities within each of. these
categories can shift.’ Museums have certamly been 1mp11cated in this war on posrtron, however
the laissez faire approach is, I thmk, the domrnant trend in collaboratrve exh1b1t work currently
’being done rn nruseums, leading to their current st_atus of continuing to reproduce'the dominant
ideology.-

Shelley Ruth Butl_erhas proposed “a problematic dic'hotomy that e)rists in museum
literature between cr'itical.and optimistic perspectives on exhibiting culture’; (2000:74). She

contends that critical museology deals with the politics of vision and is interested in

3 For more on the “war of position” and its implications for critical pedagogy, sec Peter Mayo. 1999. Gramsci, Freire
and Adult Education: Possibilities for Transformative Action. London and New York: Zed Books, p. 119.
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deconstructing the role that museums have played as agents of dqminatibn and colonialism.
Optimistic museology, by éontrasf, attempts to facilitéte conversation and education, and
emphasizes voice, dialogue and debate. I agree with her that the two such ‘approaches ¢xist, bﬁt I
propose that a critical pedagogiCal perspéctive unites them in its combination of a language of
critique with a language of poésibility. |

Critical pedagogy aspires to deconstm&idéologicﬂ norms aﬁd create a critical awareness
of the world as it is named by participants in‘a dialOgﬁe, a sifiiilar goal to that of c;ritical
museology. However, like optimistic museology, it also (through the role of thé teachcr) aspires
to direct learning foward creating dembcratic socia] relations. In the same way that these goals
are oﬁen misunderstood by laissez faire .educators,. so too do curators who involVg therhéelves in
colléborative work often reduce their role to that of facilitator. While the »rationalé‘for this is a
noble one, that of lending the museum space to those who have formerly Been excluded, it fails
to harness the museum’s full potential as a dialectic entity in ideoiogical production and
maintenance. In order to do this, critical and optimisﬁc perspectives need to be ulvnjté'd,‘ and
critical pedagogical guidelines can inform such a prdces‘s. The Spirit of Islam successfully
created a dialogic enviroﬁment, due to a combination of planned aﬁd acc_ide_ntél factors. Itisto
these wﬁch I will now turn in order to further the discussion toward museumé’ liinitations and

potentials as transformative sites.

The Spirit of Islam

According to the museum’s wébsi_te, The Spifit Qf Islam was ‘fan exhibit cdnceived, ‘
through the spirit of calligraphy, to frame the aesthetips, .spirituality and principles of edu;:ation _
relating to the world of Isl_anf’ (MoA 2001a). I will Brieﬂy outline thé exhibit content and spatial

layout before turning to the educational components.
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The exhibit consisted of three mterconnected gallery spaces one for prayer, one for
education, and one for objects. These were umted by. the themes of the exhibit unity, diversity,
and knowledge. Upon entry, the visitor was greet‘ed by two photographlc.panels - one of )
Muslims and one_of md'sques from locations arou_nd the g‘lobe as well as in Vancouver. These
panels led‘ into “The Prayer Space’, a quiet space featuring calligraphic p__anels contai_ning Arab'ic ,
passages from the Qu’ran (English translations were »also d_isplayed). This space niiinick‘ed the ’
mosque environment, being oriented vtoward Mecca’and containing a‘ wash basin for ablutions
and a gently bubbling fountaih.‘l

| If visitors moved to the left of the p_hotographic panels at the entrance, they found
themselves in ‘The Madrasa’ or orientation/education space. The design of this space again'
emulated the design of real madrasas found 1ns1de mosques throughout the world, which added
further spatial authent1c1ty to the exhlbit The main features of the Madrasa were a time line .
explaining key events and figures within Islamic historyand a CD- ROM featuring interviews
with Muslims in Vancouver and focused'on local experiences. In addition, the Madrasa
contained replicas of some of the educational obj’ects in the exhibit that visitors were able to
| handle and look at more _closely, thus tacilitating closeness tosthe real _objects. . TheMadrasa
was a soft space filled with cushions and carpets to make it rnore comfortable-and inviting to
children and to move away from the more general glass case/label aesthetic more comnmnly
used in exhibitry. | |

The final section of the display, ‘The Gallery Space’, featured a,dis'play of a variety of
Islamic objects. These ranged from anthumes to contemporary pleces comrmssroned
specifically for the exhlbit The entrance held a Thrrteenth Century lamp that was used to again

reinforce the metaphor of light as knowledge. Other objects in the space 1ncluded‘a_.wr1t1ng desk,

- This particular area is not connected to the museum’s plumbing system, and so was not able to function as a tool
for the ritual cleansing needed before praying, however the space was used for prayer by both Muslim volunteers in
the museum as well as Muslim visitors to the exhlbit - they simply used the washrooms nearby.
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antique copies of the Qu’ran, decorated armour,. ceramics, and coverings from the Khabbah in
Mecca. The Gallery Space yvas intended to shovycase_ Islamic‘ contributions in the history of
knowledge in the ﬁelds-of both arts and sciences, as well as highlight the different styles'and -
applications of calhgraphy To exit the space v1s1tors walked through a sectlon of the gallery
with the t1t1e ‘Ways of Seeing’. This area consrsted of blown up photographs of the decoratlve
details of various objects i in the exhibit, and served to force the visitor to think about the ways
and contexts in which they were viewing the objects on display.

These interconnected areas were carefully designed to create “distinctions between public
and private, commnnal and contemplative, a‘nd active and serene spaces” (MoA 2001b). Such
ideas were derived from the beginning of the A'p_lanning stages from the combined views of
Muslim commnnity members and museum staff, the end result being an exhibit space completely
different from those one would usually encounter in a museum, and particnlarly inan
anthropology museum.

The commitment of the museum staff to the vision of the exhibitvmust be underscored
here. All the staff associated with the exhibit yvorlred long periods of overtime to' ensure the
process was an inclusive one and that the exhibit rose to its full potential. Most of the Advisory
Committee meetings were held in the evenings, when all members could attend and often took
the format of going one by one around the table. Althohgh time consuming, such a‘r‘ormat :
allowed every participant to have a say in the process. Rather than i‘nterpreting their role as
simply to facilitate dialogue between different Muslim groups, staff at MoA-‘ combined their
expertise in design, curatorship, and education with the desires of the 'communities to create the
unique space of the exhibit. The end result was a space where complementary rather than -

competing views were able to be expressed. Itis beyond the scope of this thesis to detail how

>In October 2002, MoA launched a comprehensrve website as a legacy to the exhibit that includes a virtual tour of
the space as well as detailed information on the content and intentions of the exhibit. To visit, go to
www.moa.ubc.ca and follow the link to The Spirit of Islam.
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each section of the exhibit was created and decided upon, but the above. sketch of the space
should make apparent the uniqueness of the exhibit and give an idea of the desired impact. 1 will
now turn to a more detailed discussion of the educational comporients to further ilhistrate. the
dynamics at vsiork in the exhibit..

The notiori of education was, from the beginning, pivotal to how the exhibit was-
conceived and created. Although’ calligraphy was the organizing theme, it represented a means
through which ideas about Islam could be communicated. The most ol‘)vioos‘arena for this to |
occur in vt'as through the official Education Program offered to students. The program was
| designed by an Education Comrriittee c’omposed of museum staff, and Muslim and non-Muslim
volunteers. Though the volunteers were not explicitlyv follovvirig the methods espoused i)y
critical pedagogy, Jill Baird,. Chair of the Education .Comrnittee6 has a.history of using Freireian
methods in. her work, and this, I believe, guided the participants in the comm_ittee sribstantially.

As stated earlier, the timing of this exhibit was particularly impoda_nt, partially by intent
and partially by accident. | The genesis of the exhibit lies in the fecieral government’s
commissioning of a prayer space designed by Vancouver artist Farouk Noormohamed to be used
by Muslim leaders from Iarouiid the world when.they visited MoA for the 1997 A’sia Pacific
Economic Community (APEC) meeting; At the conclusion of the APEC event the museum
approaehed members of tlie Muslim-commuriity in Vancouver for ideas on what to'do rvith the
space. These consultants expressed interest in ereating an exhibit which would “confront
simplistic stereotypes and provide the public with better understandirigs of Islam and its
traditions” (Phillips 2001). This led to»extensive consultation arid..researc.h, culminating in the |
formation of the Adyisory Committee in 1999 which began actii/ely creating the exhibit (MoA

2001¢).

' Jill Baird was also a co-chair of the Advisory Committee and is MoA’s Curator of Education
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The APEC meeting is relevant to this discusSien‘fo'r another reason also, as it ‘rep‘resents
another occasion where MeA fonnd itseif as the site of a. struggle over interpretations of power
when the government -siienced Muequeam representatives who sought to address the delegates.
The Museum reacted in a Subsequent display entitled “This Is Not An Exhibition” which
constituted a “publie reclamation” of the Museuni.7 |

The APEC meeting represents' a key moment in the fnnnatien 'of the identity of MoA as a
malleabie space which can, through, countering prior repressive events with progressive exhitiits,
begin to transferm the mnseum’s influence in ideological production. This again highlights the
processual nature of eriti_cal pedagogical projects. Exhibits do not exist in ieoletion as static
entities bnt are played out agninst museum identities. They have both precursors and legacies,
and meanings can be created with, against, or aside stich vreferents.‘ Given such considerations,
APEC represents one axis of timing that is pertinent. The second axis is far more complex.

The exhibition opened in October 2601, just weeks after terrorists believed to be from a
Muslirn fundamentalist sect 1ai1nched an atteck on the United States. Theee.at:ta_c'kers 'ﬂe.w
hijacked 757 passenger plnnes into the World Trade Center twin towers in Nevsi York and the
Pentagon in Washing‘t_on, killing almost 3,000 people. The atteeks brompted U.S. President
George.W' Bush te declare a “war on terrorism’” in which he '_orciered military attacks on
Afghanistan in order to capture members of the al-Qa’ida gtoup believed to be tiehind the
terrorism. Althongli Bush stated that tolerance should be extended to Muslims living in the US,
inflated and inflammatory media retmrts and nneinfonnation,le'd to many members of the general

public imposing violence on Muslims and those mistaken for Muslims thr(.)ughoutithe West.®

7 For a detailed analysis of these events, see Ruth B. Phillips. 2000. “APEC at the Museum of Anthropology: The
Politi¢s of Site and the Poetics of Sight Bite”, in Ethnos, vol 65, no 2, pp. 172-194,

8 Although this thesis is specifically concerned with Muslims as they are the- group involved spec1ﬁcally with this
exhibit, I acknowledge that Cariadian. Arabs are also a large community which many of these arguments apply
equally to in that they are often conflated with the category of ‘Muslim’.
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In the six months following the September 11 attacks,. one ageney reported that 1,700 acts
of vielence and discrimination against Muslims, Sikhs, Sonth -Asian_s, and AraB"Ameﬁcan'e were
reported to police acrose' the United States (Intergroup Cteeringheuse 2002). These hate crimes
included six murders, three of whivch‘ claimed victime of the. Slkh religton ‘who Wer_e .rnistake.n for |
Muslims, febortedl;t because the turbans they wore were 'rem'iniscent of those worn by Osama
" Bin Laden, suspeeted ’leadet of the al-Qa’ida groun (Goodstein and Lewm 20(5_1).~ Canada also

experienced Violence, from unprovoked beatings .of both Sikhs and Mu'slirns'to threatening
phone calls, attacks on mosques, and drivers being run off roeds_ (Yousuf _2d01).

Such consequences of ttle tetreriSt attactks’ are important to note for two reaeons. They
indicate not only aggression toward and mistrust o_t’ North American Muslirns,- but also that the
perpetrators of many of these _crimesvcennot'distinguish between_ perceived ‘foreign’ religions.
As a result, indivitluals were and are being vilified and harmed on the basis of dress or skin
coiour. Such an attitude is exemplified by Arizona resident Frank S. Roque who, in one
afternoon, shot and killed the Sikh owner of one gas Stetion, shot and wounded the Lebanese
clerk ot‘ another, and fired bullets inte the home of an Afghan family. When'askect whyhe hati
committed these acts, Roque replied, “I’tn a patriot, I'm a‘damn American all the wayf’
(Geodstein and Lewin 2001), thus implying that anyone of ethnic or rel_igious difference was
somehow non-American and that he was sitnply t‘ulﬁlling a civic duty.

What I am attempting 'te make clear nete is that these incidents and the prevailingpublic
attitudes after September 11 were fed and shaped by a dominant ideology (hegemonic force) _that
viewed ‘Islam’ as something fot'eign. Theret'ore, it was assumed to be vcompos.e_d ef foreign
followers who, even 1f they resided in the West, were still. predeminantly characterized as

“holding primary allegiance to ttieir religious values and to the Middle East region. fhis’ was
viewed as disloyal to the U.S. and Canadian governments and the ideals of freedomend _

democracy these espouse. Both media and governmental coverage on the issue created and
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reinforced such views, allowing h¢gemoﬁic control to be kebt.by the U.S. government in order to
support its decision (or purporte_,d duty)xo.f embarking upon a war in tﬁe Middle East in order to
protecl American citizens. 'Retul'ning to Williams’ prqceésual definition of 'h_egvemc_my (a “whole
lived social process as practically 6rganized by specific and dominant xlleanings and veilues”), it
becomes clear that fhe. U.S. government and media held hegemonic control over nielmings of

Islam in mainstream Western sociefy during the aﬁermath of the_ September 11 atlacks. This was
ingested and regurgitated -ny publics who did riot have prior kxlowledge of the religion. It'was. ‘
then translated into the oppressiorl of Muslims (and those mistaken for them) in terrrls of both
representation and safety.

Returning to the case study uﬁder discussion, such rllisconceptions were cleaﬂy held by
visitors to The Spirit of Islam ex-hibitl In the illtroduction of the Education Program delivered to
-elementary school groups, basic questions were asked to gauge the g_ener.al level of knowledge
surroundihg Islam. In the early weeks of the exhibit being ‘6pen, I observed lhe following
exchange in one such session. In responée to the question: “What are people who believé in
Islam called?” one studentvr'eplied, in all seriousness, |

“Fundamentalists.”

In a later instance, a pair of teens loolcing at a Khabbah covedng decorated Wilh calligraphy had
the following exchange:

First teen: “Wow, pretty amazing huh?’;

Second teen: “Yeah, but they probably have ﬁémethlng sneaky in that carpet man- like
‘We’fe gonna altack you in the'year‘ 2010.”” |

First teen (motioning to a nleber of artifacts éovered in intricately embroidered
calligraphy):. “Well, whatevef, it’s pretty amazing how long it must have taken to do all this

- stuff”
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Second téen: “Yeah, well they didn’t have TV or anything so I guess they héd ﬁore time
to spend on stuff.”

The youths in this case were clearly awed by what théy saw, yet were still clouded by 'wha.t they
,pe:rceived‘as the “sneaky” nature of Mu'slir'ns.. They also did not appear to maké connections
between loicalv Contemporary Muslims _and the‘ works, 'noting that “Théy didn_"t have TV?”, thus
“they” are somewhefe éifher so geographically remote as to not have television or so far in the
past as to not have had it invented yet.

Misconceptions did not end with the younger generations. I overheard the following
conversation between a pair of elderly British womén examiniﬁg the introductory panél depicting
various mosques throughoﬁt the world:

First woman: “Oh--look'a_t the one in the UK. fsn"t,it gaﬁsh?”

Second woman: “And look at this one in Kosovo - oh it’s terrible.” -

First woman: “Well, in Afghanistan they just leave bodies out to die you know.”

This exchange suggests not only that these women héve conflated vastly diﬁ‘erent.geogr.éphical
locations into simply areas where there ié conflict, but also that they have litfle serise of the
function of fnosques, moving from intevrpre_tingvthevm as reflecting the aesthetic of the region to
having someﬁiing to do with violence. The .“théy’;'who “leavé bodies out to die” have clearly
been assumed to be those who usé the nﬁoéques. |

- There wére many, many more instances I witnessed of blatant nﬁsunderstandings that
visitors had of Islam prior to viewing the exhibit. Sut:h misunderstandings pre_doAmi'nantrly
centred around beiiéfs that the religion was oppressiv'e toward women and opénly advocated-
violence. Tﬁose I observed most often making statements such as those quotgd above were
Caucasian, pérticulaﬁy- tou.n;sts.. It was beyond the s;:ope of this study.té chart whether th¢>
-average visitor ap’tually came out with a diﬁ'efent:understanding as a result of experiencing the

exhibit, but I did observe how misconceptions expressed by individuals within the school gfoup
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visits had an opportunity to be cvountered through face-to-face interaction with Mus_lim people
living locally, an experience that has few avenues for replication withinv mainstream edﬁc'ational
apparatuses. Even in schools that may have Muslim stqd'enté 'attending, conversation may not
always be easy to faéilitate. The exhibit, however, _pfoved as a good sbark for conversation. | For
example, the following exchange between a pair of young boys, one -Muslim, dn non-Muslim,
'd'emonstrates the way ih which the Muélim boy was able to use the exhibit fo assert his
knowledge of Islam: |

| Non-Musiim boy (reading banner discussing the Prophet Muhammeci): ‘What did
Muhammed do anyway?”’

Muslim boy: “He spread the _rhe'ssage of Islam aféund the world.”

Non-Muslim boy: “Is that all?”

Muslim boy: “It’s pretty huge... [Motioning to a photogréph of thousands of Muslims at
the Hajj 'i'n‘Mecca] look at all the people.”

Non-Musiim boy (incredulous): “Those are people?”

Apart ‘from statistics related to hate cﬁinés,_ detailed studies have not yet beeh uﬁdeftaken
of how broader atﬁtudes ém()ng pon—Mﬁslims foward Muslims were aﬁ‘ectéd by.the'events:of
S.eptember 11. However, it is possible to draw a parallei betweeri this'simation and thé Gulf
War in 1991, anofher Ameﬁcan led invasion in the Middle East, this time 'ordéréd by Bush’s
* father during his own presidential term. -

Journalist Zuhair Kashmeri (1991) has provided a study on this based on interviews with
Canadian Muslim fanﬁlies about how they expe‘rienc_ed fhe Gulf War, in terms pf how they
became idehtiﬁed within sociéty.' Kashr‘neri.pr,ese,nts coinpelling examples of how-m'edia,
gOvernmenf; and inteiligence agen;:ies’ (nﬁs)chéfacteﬁzations of people from Arab or Muslim

- backgrounds led to them becoming “targets of ignorance, hostility, and paranoia” (1991:138).
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Ina chapter entitled “Edueating the Educators”, Kashmeri recouhts many examples of
institutional racism and inequality directed toward Muslims during the Gulf War, particularly in
school envir'onments. Kashmeri highli'ghts the reluctance of s'chool boards to take action against
teachers who chastised Muslim children for expressmg antl-Amencan and Canadlan sentlment in
response to what they percewed as anti-Arabic sentiment. He also documents several dlsturbmg
exathples of ehildren being forced to participate in exercise’s they did not feel comfortable with.
One example describes a class being given acompulsOry assighment to write letters of suoport to
Canadian troops in the Gulf, despite the fact t_hat some children had families living in Kuwait and
thus being targets of U.S. coalition bombings at the time. Such examples demOnstrate the ways
in which institutions (and particularly schools) become complicit in reproduc'ing and supporting
the dominant ideology, which at the time was one of extreme ahti-Islamic sentiment[

It can be assumed then, that similar tensions were taking place in Canadian schools
following the September 11 attacks. It can als_o be assumed that official school -agehcies Were no
more willing or able to deal with dissent surrounding such tensions than they had been in 1990,
as curriculum has not altered 51gmﬁcantly since this time. Due to the institutional mequahty, the
nature of the curriculum and the transmission method of teachmg that has already been- cnthued '
here, teachers at this time ‘ar'e largely neither able to subvert the dominant ideollogy or the
hegemony of Western tepresehtations, nor create an ehﬁronment of critical reﬂection in their
classrooms. This is particularly so when dealing with issues that national (and i_utematio'nal)
media and political apparatuses are so intent on propagating a particular t/iew.' about.

This is a key element in addtessing the function of ZI'hevSpiri‘t of Islam exhibit, in that its
presenc'e asa .potehtial couhter;hegemonic sbace was teinforced by its ability to be ‘oanici‘pated
in and interpreted by the oppressed people 1t sought to represent. That is, the way in which the
exhibit was organized and enacted allowed it to be pos1t10ned apart from this hegemony that

existed elsewhere, dué to a built-in malleability based on multiple perspectives and a dialogical
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approach. Without thxs potential for approprié.tion by thg Muslim collaborators and voluntéers; it
may well have proven to be just as inaccessible as the school-énviroﬁment was dﬁring the Gulf
War. This cém be assumed as museums have historically helped to sustain hegemony. rather than
subvert it. The timing of the exhibit here worked in tandem with its structure of flexibility in
order to allow it to become cqunter-hegemdnic. " |

Having stated this, it is equally impoﬁént to point»oﬁt that this exhibit was just one facet |
of MoA as an institution, and its brésence does nét thén fraﬁsform the entiré museﬁm structure

into a counter-hegemonic space (either with régard to MoA specifically or mujseﬁm's throughout

- wider society). Indeed the exhibit itself may not necessarily have totally constituted a counter-

hegemonic space, as many visitors may have failed to come to any new understandings of Islam
after experiencing the exhibit. The point is that it can be interpreted as such a 'space, as it created
the conditions under which transformation may have occurred. The following section will

elaborate these conditions in their most cle_arly'observable form - that of the Education Program.

Education and The Spiﬁt of Islam
The original 'viéion for the Education Program involved having children in groups of
approximately thirty visit the exhibit, travel through it with both Muslim and non-Muslim
guides, and corhplete activities withjn the Sﬁéce itself. For the most part, the prégram,format that
was envisaged diﬁ'ered littlefrom the programs that actually took place once fhe exhibit opened.
However, there weré impor.t'ant‘ differences in the .\‘wvay.s in which information was disseminéted,
which will be discussed below. First I will outli_ne‘tl_he basic format that 'the sbhoél visits took.
After being introduced to the themes of the éxhibit through an intréductory poem
beginning with the line “Don’t tréat me as a stranger, I am your neighbour”, and the two panels
depicting Muslims and mosques around the world and in Canéda, students reméved fheir shoes

and entered the Prayer Space. In this space the notion of'the niche and the metaphor of light as
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knowledge were explained. There, one of the Muslim guides would recite a pessage t‘rdmthe
Qu’ran in Arabic (the calhgraphic version of which was the central feature of the space), and a
non-Muslim would subsequently read the panel contaimng the English translatlon in the entrance
to the space. The idea here was not only to emulate the physncal space of the mdsque, but also to

convey the emotion expressed through the Arabic recitation. Clearly such emotion could not be

replicated by simply reading the English version, though this in turn assisted students in

understanding what the prayer was actually about.
Next, the students were divided into two smaller groups to complete the two sections of

the program, one in the Madrasa and one in the Gallery Space. The first group were invited to

~ sit in the Madrasa and handed large cards with sectious of a piece of calligraphy on them. This

was a group exercise where all the children needed to work together to fit the pieces (thuch like a
puzzle) into making a word. Almost all of the school groups (excepting Musliin studeh_ts)
arranged the puzzle ‘baekwar'd, not ‘reulizing that Arabic is written from right to left, or, from the
hand to the heart. The key point of this.exercise appeared_to be to make studente understand the
different system of writing and the -devotional aspecté of calligraphy. -'

A discussion of calligraphy in geheral follouved, emphasizing education and knowledge
within Islam, diacritical merks and different styles of calligrephy, and ealligraphy' as a form of
art. A brief demonstration was giizen on how to write c‘alligraphy’ and the childreu would a_ll
write (in Arabic) ‘maa'rasa’ and ‘knowledge’ with special calligraphy‘pehcils on workshee’ts'l they
could take home with them. Followmg this, dependmg on the length of time left, there ensued a
dlSCUSSlOIl of the selective time line on the far wall and of particular events in Islamic history
After this, the two groups of children would »switch places and eomplete the second part of the
program, which in_volved.the Galleiy Space. |

In the Gallery Space worksheets were handed Qut \ivith the direetiens “Record by:our

impressions, collect information, and generate commentary from two objects that describe, or
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best represent, the above theme.” Students could choose‘l’rom the t_hemes of faith, 'history; art or
knowledge and i»vere encouraged to use objects from all :thre_e 'spac'es within the exhibit. A few
minutes iavere allotted to complete the worksheets _be.fore.the .children were given a short tour
highlighting some of the objects in the Gallery Space. |

At the conclusion of both activities, the tvi/o groups were brought- back together in the
Madrasa to dis_cuss what they had learned and were encourage_d to engage ‘in' a more detailed

discussion of the objects they had written about when they returned to school.

Praxis and The Spirit of Islam

I have already discussé_d the position of critical pedagogy_as a process, and it is 1n this
process, the praxis, that ineaning is made. Set structures cannOt hev rigidly designed as meanings
and education will be created based on the expenences of different parties in the process The
methodological guidehnes are mtended to create a malleable space for meaning. The structure of
the Education Program- in The Spirit of Islam provided such malleability.f Although the basic
format outlined above remained sinriilar for most of the school visits, the amount,of time spent on
each segment varied signiﬁcantly depending upon both the number and compositioh of
volunteers present. ConSequently, the exchanges of information that transpired were also
diverse. These variations, I contend, are due to conflicting ideas on what children should take
away from their experiences, the v_ery crux of critical pedagogy.

The key diﬂ‘erence between the format used in Yhe szrzt of Islam.and more usual
museum education programs was the mclus1on of the Muslim volunteers as guides Generally,
school groups are accompamed by general museum guides who are given s'peciﬁc _training before

each particular exhibit opens.” At MoA, the majority of regular’ museum volunteers are

® It must be added that MoA has offered many innovative education programs prior to The Spirit of Islam, most
notably the Musqueam Museum School. This is a collaborative effort between members of the Musqueam First
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Caucasian, elderly, middle to upper c_lass,- and predominantly female: Whilst the work
volunteers do cannot be understated, it is also clear that such a speciﬁcdemo'graphic ‘may not
always have the range of experiences/exposures necessary to fully comprehend and convey the
' spec1ﬁcs of exhibmons dealing w1th very different communities. In the case of The szrzt of
Islam, the inclusion of Muslim volunteers in addition to non-Muslim museum volunteers was
pivotal Usually, two Muslim guides would be present, often from diﬁ'erent local communities,
and it was this above all else that I beheve made the exhibit such a umque space for dialogue.

In practice many of the school group visits were conducted w1th no non-Muslim
volunteers, the frequency of such an occurrence accelerating with the passage of time. When the
exhibit first opened there was fairly equal participation by Muslim and non-Muslim -lleaders,_but
as time progreSse'd the participation of non-Muslim volunteers declined further,- both in terms of
contribution made to the dialogue within the program, as well as in terms of actual physical
presence. Inthe final two weeks befo.re_the exhibit closed, all of the brograms were con_ducted
solely by Muslim volunteers. Though this could have been due to scheduling diﬂiculties,.I
would suggest that it arose from a combination of two primary factors The ﬁrst was that non-
Muslim volunteers had a very different idea of what the chlldren should be takmg away with
them from the experience of their visit, and the second deriving from thls was that non-Muslim
volunteers felt increasingly that they had httleto contribute to the discussmns that wereansmg in
the exhibit space. Such a situ_ation represented the inverse of the coMon complaint levele'd
toward museums, that those-who are most qualified -to speak about their own culture are

~excluded by those who are more concerned with the interpretation of the'museum.
"This result was unfortunate, as from the programs T observed, the most poWerﬁil_ were

those that had equal participation by Muslim and non-Muslim members, precisely because both

Nation and MoA employees who co-teach in a variety of environments and use objects from MoA’s collection to
facilitate understanding of Musqueam culture. -
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groups brought different e)rperiences and ideological viewpoints to the discussion, the very goal |
of criticalpedagOgy. Several observations can be raised to illustrate this point. The first
involves the Gallery Spdce and the purpose served by the aetua_l'objects in the exhibit.

The emphasis of the words ‘record’, ‘collect’ and.‘ g'enerate’ on the student Worksheets
implied both the educational and intersctive intentions of tlie exercise. This was not just sbout
looking at objects, but reading the labels- aecompanying them as well as trying to think through
how they connected to the larger' themes the exhibit was attemptingf to convey. ‘However, there
was a largedisc':renancy in emphasis depending on who was directing the exercise.

I noticed that when explaining the objects, the majority of the Muslim volunteers gave
the tour before the students lrad begun their own vwork_sheets, whereas most of the non-Muslim
volunteers waited until afterward. Similarly, the Muslim ‘volunteers focused on the themes, the
meanings of objects, and how they related to the Islamic faith, and material not covered in the
labels, whereas non;Muslim Volunteers tended to focus .on more statistical_information included
in the labels, such as the date the object was made, the meterial it was rnade from, or what it was
used for. In fact, many of the Muslim Volunteers made blatant mistakes in describing the
objects, misquoting dates by' several'vhun_dred years and .nlistaking real artifacts for repli'.cas.. Such
information was clearly duailable in the labels, ivhich would indicate that theA_Muslim volunteers
were not pnrticularly interested inoﬁ'ering concrete statistics about tlie‘objects or having students
remember such facts. Instead, they were eager to convey how they personally interpreted an
objeet, and why it. was important within the scheine of the ei(hibit. ‘Conversely, the non-Muslin'l
volunteers clearly thoughtthat dates and msterials were iniportdnt, »and_ perhaps didn’t want to |
stifle the students’ ovsin interpretations of objeets or perhaps did not feel tliat they knew enough
about the objeets to discuss their own interpr_eté.tions.

Predictably, the most ﬁ'uitﬁil sessions occurred vizhen both explanations were given

simultaneously and facts and interpretations were conveyed. This worked best when both the
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non-Muslim and Muslim volunteers felt comfortable co-presenting and allowed room for one
another to speak. There were occasions where one personality would dominate another so that
one volunteer would not get an opportunity to speak, but such instances were relatively rare and

tended to occur with individuals that had not been a huge part of the planning process and

- perhaps did not have much of a vested interest in the prdgram_;’ Overall 1 woulc_i suggest that the

Muslim volunteers played a greater role in the progré.ms than the non-Muslims, but it needs to be
kept in mind that the Muslim volunteers themselves were divided, coming from different groups
and therefore still very much involved in diScussihg different perspectives. I point this out to

demonstrate that although the optimum benefit occurred when as many different parties as

- possible were co-ordinating, the exhibit still functioned as a powerful space for dialogue and

critical education even when non-Muslim volunteers were not present, as the format of the
program still lent itself to the creation of a dialogic environment.
Again, the reason such an opportunity was available stemmed from the specific

commitment to and unde_rstandihg of collaboration that was made by the museum from the cutset

.of the exhibit process, combined with the timing. To further articulate how these coincided, I

will compare MoA’s reaction to the suddén societal focus on Islamic representation with the

reaction of another large Canadian museum.

MoA and The Spirit of Islam
- The Museum of Anthropology expressed a renewed commitment to making The Spirit of
Islam exhibit a success following the terrorist attacks. Ruth Phillips, Director of the museum,

has said of the meeting of the Advisory Committee m‘eetihg held the following week:

To a person, everyone agreed that the project was now more important than ever, and the efforts |
of all concerned have been redoubled to make the project the best that it could be. As one of the
Committee members memorably said, if we hadn’t already had the exhibit in development we
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would have had to begin it; and it is-evidence of God’s goodness that we had been moved to
bégin it early endugh to have it ready when it was most-needéd (2001). |
The Canadian Museum of Civiiizatidn (CMC) in Hu_ll,quebe_c, by contrast, had the

oppogite reaétion to The Lands WiMin Me: Expressions by Canadian Artists of Arab Orzgm an
art show designed to “lo‘ok ai the imﬁligfant éxperience and at mgtis_sage, or cultural
intemlixing;’ (Kaouk 2001). “This exhibit ‘Had been scheduled to open on October '19 , 2601, jvust'
one day be_fore The Spirit of Islarﬁ. On September 21, the President and CEO of the museum,
Victor Rabinovitcii, announced that the exhibit was being postponed fdr at leasfsix rhonths in
order that “more cont‘ext’.’ (CMC 2001) be provided about the Arab world 'afte_r the attacks. oh
America. The announcément prokaed an outcry from Sev_eralof the artists invblved, who wrote

to Rabinovitch in an open email:

We firmly believe that cﬁltural events 'such as this havé an important educatibnaland ‘

- humanitarian role, and that ﬂ_ley are needéd at times like this more than ever, We believe that the
Museum needs to stand up and show support for the Arab'-_Canadian community and to exhibit the
exemplary works made by Arab-Canadian artists. This will help bridge the divide between
Canadians and will assist in bringing about an understanding between the Arab-Canadian and
other communities (Hage et al. 2001). |

Respohsés from aréund the wodd in suppoﬁ of the email, co_mbihed with rebukes by the
.National Council on CanadafArab Relations '#nd Canadian Prime M1mster Jean Chretien
prompted the museum to reve_fse its decision and go ahead with the oﬁginally scheduled
opening. Ironically, some Jewish lobby groups criticized the‘subsequent display for a iack of
contefct and some visitors were ahgeféd over one installment in particular.” Whether fhe, mu_séum:
made the correct chqice is open to debate, but what is interesting is the fact that it chosé to make
the decisién without tfle consent éf the artists it ﬁad colléborated-with; This contrasts starkly

with the MoA exhibit, where all parties agreed that renewed commitment was necessary. Such
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commentary highlights' nét' only tt;e commitment the MoA had to thg concept of collaboration
and dialogue, but also its willingness to use the.timi"ng'of the exhibit in a positive way as an
opportunity to educate a,néﬁous and nﬁsinfomed public.

Crucially, it is also a case where the ngeds_of the community were puf first, as opposed to
the CMC which, whatever their intentioné, aligned themselves with tﬁe dominant ideoiogy ’
(regarding Arabs and Muslims as foljeign and fearful) bé_th ’when_'they cancelled thev show
(presumably for fear of pﬁblic reprimand of content), and When‘ they ré;/exfsed th1s decision (as a
result of goVemmént and popular intervention). Thus the CMC 'ﬁxnctione‘d‘ exactly as museums
traditionally have - as an égént of the ISA.

Comparison must be made here also of the content and orgaiﬁiation both eXhiBits. The
rescheduled exhibit at the CMC was largely a_succeés in terﬁls of visitér numbers and positive
media reviews. However, following the postponement and reinstétement of the sho_w, the .
museum had already grounded it in representational po_liﬁcs of the fime. Because the mUséﬁm
had drawn attention to the lack of context for'tﬁe ex_hibit in a post Sépfember 11 climate, visitors
came expecting that laék of context to provoke a certain reaction, rather than having the
installations speak for themselves. Thus the exhibit was co-opted by the museur-n’s‘ uncertainty

in its m’éssag’e(s).

The Spmt of Islam and the Musllm COmmunlty

In contrast to the CMC exh1b1t the genesis of 771e szrzt of Islam lay in the local Muslim
communities’ des1re to address nnsrepresentatlons of Islam within dommant society and so o such
concerns were built info the exhibit structure and content. In fact, the escalation _of
misconceptions following the September 11 attacks actually allowed thé eihibit to be more

powerful rather than less so. This was upheld by the museum’s absolute partnership with the
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commumtles in the mterpretatlon of theme and content and its reﬂ.tsal to assume domination over
 these after the context of the exhlblt within soclety had changed 10 |

The Spirit of Islam demOnstrates that -controversnal timing can be used in a positive way
to enhance community empov»"erment'within the space of the mnseum,’ra_ther thanin a negatiye
way, as controversies surrounding The Spirit Si_ng‘s and similar.exhibi'ts”_ have led many museum
professiOnals to believe. The key here is lies in having a space in which the repressed party is
able to control representation without fear of that power'being» usurped by the rnusenm as an
institution. Of course, museums are accountable to funding agencies, boards, and governments,
but therein lies the difficulty in deﬁning.collaboration. If ‘ critical pedagogical guidelines are used
to inform the process, it stands to reason that the end result will be ethlcally transparent and have
equal and lasting commitment from all involved partiee, thus limiting or potentially even
ehrmnatmg the space for power struggles

In terms of the ethlcal comnntment of participants bemg made exphcxt the educatlonal
programs used in The Spirit of Islam provide an excellent example of such an"enwronment. As
the Muslim volunteers in the educational programs were there by virtue of their onltural
affiliations, which are'hased on religious beliefs, their ethical stances could not help but be
| conveyed to program patticlpants. As Islam is a religion whlch compels its adherents .to‘m_'ake .

particular commitments to the faith (such as ritual prayer, aimsgiving, fasting, etc.) the identity

19 Although exhibit curator (and chmr of the Gallery Commmee) Carol Mayer did re-write some of the Iabels after
September 11 as they “read slightly differently”, these changes were all discussed at length and agreed upon by the
Advisory Committee before bemg implemented. (Carol Mayer: Lecture to Anthropology 432 class, Febmary
2002). -
A partlcularly powerful of such timing was The Last Act: The Atomic Bomb and the End of World War 1I. This
was the title given by the Smithsonian’s National Air and Space Museum to an exhibit which planned to display the
B-29 bomber Enola Gay, the airplane that dropped the atomic bomb on Hiroshima at the end of WWII, on the
fiftieth anniversary of the occasion. The proposal included displaying part of the plane, pictures of the aftermath of
the bomb and artifacts from Ground Zero, and documents that explored the reasons for the decision to use the bomb. |
The exhibit came under fire from the Air Force Association for revising history and bemg un-American, and, due to
the timing; gained much media and popular attention. The result was that the museum cancelled the planned exhibit
and instead created a much smaller one showing only a section of the plane and a photograph of its crew. For a
" detailed analysis, see Steven C. Dubin. 1999. “Battle Royal: The Final Mission of the Enola Gay”, in Steven C..
_Dubin. Displays of Power: Memory and Amnesia in the American Museum. New York and London: New York
University Press, pp. 186-225.
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of volunteers as Muslims al_ready-proclaimed the basis of the ethics most pertinent to how they

v interaot with the world on .a daily basis. Of eourse -there are ma.ny ‘diffe_rent snb-groups ‘within
Islam, but the principles of the faith'unite these: groups into a cominon ide‘ntity: It was agreed by
the members of the Advisory Committee that diﬁ‘erences.'in-interpr.etations of Islam held by the-
various commnnitles in Vancouver would not be the subject of the exhibition Rather, it would
focus-on central behefs that united the various groups - namely, the ﬁve pillars of Islam and the |
themes of knowledge, unity and dlversny

This use of a thematic approach to the presentation of information facilitated difference.
By having both unity and diversity as key organizing themes,.the exhibit was able to present.both
unifying beliefs of Muslim identity as. well as bemg able to point to the extreme d1versrty
amongst drfferent Muslun groups and individuals. Again, the eXhlblt was anchored in-local
experiences, but its use of objects and vphovtographsfrom drﬁ'erent geographrc areas allowed 2
globalb sense of Muslim. identity to emerge also.

When non-Muslim _volunteers were also present, their commitment to the museum as a
learning environment and their eagerness to present information about the objeets .within.the
museum further enhanced the experience.

The time allocated to each school visit also impacted on how the space worked. The -
session in the Madrasa tendetl to finish earlier than _that in the gallery, leaving .a lag which was

’ used in different ways by various volunteers. As there vvas usually only one non-Muslim and

two Muslims, the nonfMuslim volnnte'er_s general.lv'spent ,their time in the gallery. It appeared

- that there was an unspoken agreement that the non-Muslims were equipped to talk about the
aesthetics of various objects, yet the'M.uslims alo‘nevcould discuss calligraphy and _educathn. On -
rare occasions when nonQMuslims were present in ‘the Madrasa, they almost always used the
extra time to discuss the t_imeline. The Muslim volunteers, however, almost always used the v

leftover time for questions, focusing those questions particularly on current misconceptions
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w1th1n the media about Islam. Some volunteers were more overt about this than others but
almost all of them wanted to talk about what Islam really was from their perspective and to-clear
up what they perceived as mlsmformatlon that was bemg propagated elsewhere.

This was a critical facet of the exhibit and was, in my observations, ‘where the most
interesting discussions happenec_l. On one occasion a Muslim volunteer asked the group: “What
idea do you have of women and education in Isla'm?”v One student replied: “There isn’t any.”

- The volunteer then explained her own educational bacl;ground and the fact that 'she had a PhD.. -
Following this, she stated, “Please do not mii the tradition and cultures with the religion or
formation. So anything you would like to know please ask me now and you w1ll get the nght
answer, not the answers that you see on CNN.” A s1milar view was expressed at another session
by a different Muslim volunteer, again following a discussion of the 'role of women: “If I want to
learn aboutChina, I'won’t go to CNN or Global NeWs. I will go to the source. So in'Ch'ina 1
will go to a temple. So here I am — a learned Muslim. person and I will tell you what is correct.”
The idea that what she has to say is ‘correct’, or that there is a ‘right answer’ is an important one,
particularly in a museum context. As previously discussed, museums in the' last few years have |
shifted away from attempting_ to offer .sWeeping narr:atives; and.instead are focusing on:
collaborating and presenting multiple-viewpoints; The problemhas become one of who to
collaborate with and whether a few people will ever be able:to represent the diversity:of ‘the
many. ThlS is a valid question, but the fact remains that, as Itrath Syed, a young female Muslim
volunteer associated with the exhiblt pomted out: “You can 't argue when someone speaks ‘Well
this is what my lived experience is I mean everybody has a right to articulate that and I think
that when we are trying to come up with... ofﬁc'ial statements, that is obviously. a much more
difficult process (Intervnew thh author, June 12, 2002). In this case, I would suggest that the
exhibit served as a general background against which lived expenences could be artlculated by

individual volunteers without having to stand for the whole group. As Jill Baird has described
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the process: “What was... shown here was that 1f yoﬁ have a coﬁmﬁtmerit-on both sidés...[to] |
actuallvaorkivng in partnership (and partnership mééns not agking péOplg théir opinions, it’s
making it séfe for tho'se‘ opinions to be negotiated and ;:hanged)..‘ then the community 'sées 'that
commitment and brings théir é.ll, aﬁdthen you ‘knbw, the sum is lafger than iit‘s -p#rts. It gets
bigger th;an the people”. (Interview with author, April 02, 2002).

As already noted, thekey argume_nf hgré with regard to enga'ging in a critical pedagogy is
to ground lived experiencg in a language of hope directed toward démocratizing rather than |
simplil ve.xpressing grievances. II would suggest that. given that the participants in The Spirit of
Islam dialogue (in its myriad of fdrms) were volunteers, giving of themselves and their time in
order to address negative stereotypes and c;'eafe more pdsitiye, diverse articulations of Muslim
identity, they have more than fulfilled such criteria.

Non—Mﬁslim volunteers teﬁded to Be more bbncemed not with the malleable foﬁnat of
thevp'rogram, but with ensuring that all COmpohents were ‘compléted_ and given adequate
attention. If time was short, they tende& to say nothing at all and leave all time for the students

to complete their worksheets. Some seemed not to understand that they could play an active role

" in the discussion, as indicated by one non-Muslim voluhtee‘_r who, in response to my enquiry of

what she saw her role in the program as being, told me: “You don’t'n'eed.to talk to me. Iam just
a presence from the museum for this 'group sol doh’t:do the t.eaé.hing.’-’ Overall, t.he. non-Muslim |
volunteers tended not to be explicit about their éthics, but moré concérned with maintaining a
neutral environment in whiqh activitiés »cc;uld be completed. This is.nvot unexpected, as most of
the non-Muslim volunteers were not inyleed with the p_roject from its conception ahd p.erhaps
did not share its commitment to the dissemination of knowledge‘ and the demystification of basic
Islamic beliefs.

Another layer of the dialogue that suﬁounded the exhibit occurred within the Public
Programs Lecture Sériés that accompanied the exhibit. Many épeakers came, both Muslim and

)
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non-Muslim, and spoke about various aspects of Islam f‘rorn calligraphy to linguistics to
architecture. The Public Prograrns were put together in an ad hoc fashion, planned around
whomever was in'town at the tirne_ and available and .Willing to speak_, though the emphasis Was
’ onb actual Muslims rather than scholars of Islam Although regular museum visitors were
invited to attend the ma]onty of the audlence in most cases was: composed of Mushms and often
| 'the Muslim v'olunteers from the exhlblt._ On‘several occasions, I-notlced_that_ Mush’m volunteers
in the Educatio_n‘Programs.in turn relayed ideas and information expressed by the speakers in the
public programs |
For example, a lecture by Dr Ghassan Succaria entitled ‘The Spmt in The Spirit of

Islam” discussed how difficult it was to translate from Arabic into Enghsh and convey any
accurate meaning of many of the _words.and phrases used in the Qu’ ran. One of the terms he |
discussed at length was jihad,A commonly translated in the Westem media as "holy war’, but in
fact rneaning “to stniggle’._ The following week, .one of the -Muslim‘ volunteers brought up. the
same discussion and repeated it alrnost ,_verbatirn ‘in the Education Program; first asking: “You’ve
heard the word jihadl in the media- what does this mean.” Then, after a student‘predictably |
answered “Holy war” the volunteer proclalmed ina ralsed voice “Ah- but thlS is not true! The
term has a drﬁ'erent meamng in Arabic.. Here it means the struggle s0if I sayIama thadlst it
doesn’t mean "I’m_a terrorist or out 'for‘pohtlc'al gain. It.mean:s I’'m committed.” .This particular
volunteer was a frequent one and had n_ever mentioned the term jihad to the school groups before
hear‘in'g'the public program lecture. Afterward, it was included in each subsequent visit that the
volunteer partioipated in. This is a clear e)rampleb of the dialectic nature of the -exhibit process (in
~ that the speaker was there because of the existence'of the exhibit, and yet the exhibit »‘wa.s"

affected by the speaker) and the reciprocal 'knowledge networks that were operating, as well as

o Although a carefully planned comprehensrve program including dancmg, storytellmg, and speakers from around
the globe had ongmally been envisaged to aceompany the exhibit, a lack of funding forced the seri¢s to find the
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the ways in which Muslim volunteers used the exhibit as an opportunity to educate against

predominant conceptions.

The Mus_eunl asa Counter-hegemonic Space

In the preeeding dichsslon I have explored some of the concepts 'of critical pedagogy ‘asl
translated into the realm of museum exhrbrtry Whilst much of the phrlosophy and methodology
of critical pedagogy can be alrgned wrth that of collaboration in the museum world (and the
cultural sector at large), there are limits t_o the apphcatron of suchprmcrples at this time. In this
final section, I will outline sorne potential problems and limitations of a critical pedagogical
approach in museums, though it must be stressed that I feel theSe limitations will even'tually be
able to be overcome. The most pertinent'_ area for discussion here is the notion of a counter- |
hegemonic space and the liberation of oppressed/repressed peoples, the idealized end goals of
critical pedagogy.

Museum theorist Margaret Lindauer has rejeoted the possibility that the mustaum can
become counter-hegemonic through using a critical_pedagogical approach on the basis that
museum visitors are the only active agents speaking in the exhibit space, whereas the curator has
responsibility. for (and authority in) presenting ‘knoWledge’, (2002:145). -The Spirit of Islam
clearly demonstrates that this is not necessarily the case in that the notion of ‘knowledge’ was
prvotal to the exhibition and was presented on several different levels. Firstly, knowledge about |
Islam was expressed not: only verbally through labels and the CD-ROI\/L but also in more |
tangential ways, throughspatral and physrcal relatronshrps of- objects to visitors and, moreover,
through varying personal reactions to the artworks themselves. Secondly, ~.'themes,»labels, and

content were themselves decided on by the entire Advisory Committee composed of a diversity

. majority of speakers more locally. In the end, this worked well as it turned out that Vancouver had a very rich group
of speakers from which to draw. (Based on comments by Jill Baird, in 1nterv1ew with author, April 02, 2002).
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of members in terms of background, gender age, and understandings of Islam The Advisory
Committee itself formed a dialogic environment w1th its creations then expressed through and
worked into the eXhlblt Thirdly and most 1mportantly, the formahzed undertakmg of education
through the Education Program included diverse speakers and did emphasize dlalogue on many
levels, as demonstrated through the above analy51s '

Citing Elizabeth Ellsworth,v Lindauer also mamtains that the ideal of critical pedagogy
creating avdemocratic learning environment is also imp_c')ssible for ’the‘reasons that a) it cannot
allow for “asymmetrical positions of difference and privilege” (2002:146) vyhich are already at
play in participants sOcial realities, and b) creation of ar democratic and just world depends on an
‘assumption that it can he‘ known what ‘justness’ is and that this entails knowing What knowledge
will be produced and thus imposing some sort of presupposition onto the oppresse_d‘ (2002 _:.l 47).
Freire and Macedo have labeled such criticism's as “mis’guided‘relatiyism” (1995:210) and stress
the dialectic process involved in critical pedagogy. Therefore any claim to objectivity necessarily
includes a level of subjeCtivity. They cOnt_end that,t_he oppressed are subjects rather than objects
of history and therefore, through a process of dialogue can name the world and can enable
participatory democracy based on a united viSion. In the Spirit ,of Ilsla)n, the languages of the
exhibit (expressed verbally by volunteers and through labels and expressed spatlally through
themes, objects, and physical layout) were created by both the museum and diversé Muslim
communities. There were many layers of dialogue - some between v1s1tors and yolunteers, some
between the museum and the Muslim communities, sorne between visitors and the e.xhibit, and
some between ‘different Muslim cor'nmunities.. The combination of a‘thematic -approach with the
unique spatial division of the exhibit allowed diﬁ‘erent participants to create _different
representations and direct them towa_rd different ends. | The fact that‘ public interest in Islam \yas

so high during the exhibit run served to enhance the exhibit space as one for democratization. -
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Muslim volunteers were able to use the space to represent their o'wn i_nterpretations of identity
and were not forced to conform to hegemomc misconceptions

- It seems to me that the notion of the museum as a public mstltution becoming a fully
. counter-hegemomc space is perhaps 1mpossxble if we accept the posmomng of the museum, as
have, as a part of the ide’o_logical state apparatus. In such a case, society itself asa prod‘uct of the
dominant hegemonic ideology would have to become counter-hegemonic before the museum
could become s0. ‘However, 'the‘ goal of critical pedagogy is to create an informed CitiZenry that
rejects its class positions, rejects the notion. of oppressicm, and demands a fuily democratic public
sphere. Thus, the museum at this time can be used in this quest as a site of transformation, as a
" malleable, dialogic and dialectic space which can begin to enact the process of creating such a
citizenry. |

Although the Education Prog‘ram specifically allowed for counterQhegemonic vieWs to be
- articulated, beginning the project of democtatizing the museum, a latger- challenge lies in
completely democratizing the e_ntire exhibit process. I have asserted that for those involved this
was a dialogic process, yet it must be boi_ne in mind that COmmunities have divetsities of opinion
and that the views expressed in The Spirit of Islam exhibit do not necessaiily repi'esent the views
of all Muslims living in Van’couver. Such? a task would require' even fui'ther innovationl and
dlalogue and at thlS time is beyond what can reasonably be expected of museums given financial
- and temporal constramts however it may well present the next challenge in the process of
creating a counter-hegemonic space within the museum. As previously stated, exhibits do not
exist alone, and The Spirit of Islam here i'epresents the heginning of an ongoing dialogue.

Of course each exhibit at each museum with each community at each jun'cture will .
g_enerate its own particular set of challenges, asexpressed_'in hoth theoretical and practical terms.
The amount of time required for dialogue, the funding required for support,j and the willingness |

of various stakeholders to commit to the process will all need to be addressed if museums are
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willing to use a cﬁtical pedagoéieal perspective in their cellaberative practices. In the case of
The Spr'rit ef Islam, \.avhenb external ﬁmding failed to arrive, the local Muslim communiry pitched
in and raised the balance needed to complete the proposed exhibit. Not all cor_hmunities may
have the means to do so. Sinrilariy, both the Museum of Anthrop_ol_ogy as an»entity‘ and the
members of the Advisory Committee as individuals were willing to renew commitment to the
exhibit following public - debate over meanings» of Isla.m; ~As we saw with the CMC, this 100 may
not always be the case. There needs to be an ideological shift en the »p.art bf funding }agenei'es
and cultural organizations in understanding the time and money necessary for creating informed
and representative exhibits.

However, as critical pedagogy derrionst_rates, both history and the _future are pessibilities.
Cultural institutiens exist in a dialectical relationship with those who they seek ro influence. The
| current climate in cultural institutions is one of openness to change, as expressed «t.heoretically .irl ‘
the ‘new museolegy’ discussed at the beginning of this thesis, with its emphas'is enb collaboration.

It is also expressed practically, as evidenced by MOoA’s recent receipt -ofa $17.2 million grant
from the Canadian Foundation for Innovation on the basis of the museum’s.preposal touseits
collections and expertlse to create “a hew infrastructur‘e for collabor'ative .re'searc‘ ” (Arts UBC
2002). Such ﬁmdmg combined with collaboratlve practlce will allow the museum to create more '
dynamic educative spheres, thus generatmg.more dlalogue, thus enhancmg the transforrnatlve
poterltial of the museum’s varidus spaces. These ‘spaces may then ‘ble used to generate shiﬁs in
public understandjrng of various peoples’ positiorrs in seciety, which will allow room for a -
critique of the 1deolog1cal assumptlons that sustain hegemony Aﬂer such assumptlons are
critiqued and deconstructed, there will be more room for the creatlon of even more dynarmc
educative spheres, and the process of cntnque and p0551b111ty can pr_oceed in dlalectlcal relation.

I believe that these assertions are upheld by the sentiments expressed in the following

quotation, again from Itrath Syed, who states of the exhibit:
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This was the first time in my life - having been raised in Canada my whole life, to see a Canadian
institution... -haire, a particular repr‘eseri_t‘ation of Islaﬁl.v I’ve never, I’'ve never seen thz_it and this
was the first time and I.kept thinking to myself about how vah;able that is for younger kids who
came with their schools who maybe were the only Muslim in their class or the on_iy Muslimin
their school, to come with all of their friends and all of their little community at the school and to
experience the exhibit and that kind of powerful statement that it makes when a Canadian
institution does this, and that thls too is a part of what we call Canada. This community, this, you
know, this way of living is also part of the Canadian tradmon And that is the single most
powerful statement... and if it can just do that then it’s done great things. And.. for all the
thousands of people who came through the exhibit- for them all to sort of get that feeling of
derhystifying it, de-exotifying it, making it something very normal, very common; you know, like
your neighbour next door who 1s Muslim - this is part of their history, part of their cultural
expression. That, I thmk is the most poWerﬁxl' part (Inter\)iew with author, June 12, 2002).

Observations [ made during schoel Visits also support this statenient. The students ,Who appe’ared
| the. most excited by the exhibit were those that w_ere Muslims themSelves.. ' One girl was aimoét
in tears when she saw the Khabbdh covering, asking a Muslim volunte_er Oh iny god, can'1
please touch this?” After being told she wasn’t allowed, she turned to her friend and added “I've
been there it’s so beautiful. Oooh, I want so -badly to touch it”. She theri asked the volunteer in
amazement: “How on earth d1d you get to bring this here?” The same student spent a- long time
at the end of the program askmg the volunteers further questlons and left extremely excxted
promising to return-on the weekend with-her fam_lly. Such passion was cqmmoh with Muslim
students who attended the prdgrams, and greatly excited the Muslim volunteers in turn, ahd

really enhanced the power of the space.
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Conclusion |

. As T have already stated, ‘critig:al pedagogy’ constitutes avcertainikind_ of practice, but not.v
a unified theory. Thus it is malleable. The institutional, temporal, and regional specificities of |
fnuse‘um exhibitry -de.mand that a malléable'abproéch must be available when planmng
educational envir_ohment_s, therefore an apprqach infbfrﬁe'd by critical pedagog’y: seems
pa&icularly useful. The notion of collaboration is complex, and the idea of a being able to
extract a ‘cdllabo‘fative model’ seems unrealistic, yet éreating an infqrrned practice is Within
reach, and is even enhanced by deﬁning the aforemehtioned speciﬁcities. : Cﬁtical »pédagogy
suggests methods whereby ethical and ideological st_andboin;s can work in harmony. In terms of
éxhibitry, the timeliness of exhibits, whether positive or negative, cannot Be predicted. Yet by
developing collaborative practices based on critical pedagogical pﬁn‘ciples, mallééb’le, flexible
spaces can be created within the museum, both physically in terms of thefspatial layout of
exhibits, and ..theoyeticallly_v in terms of having 1“00.1‘_1'1 -for‘ dialogue within fhose spaées. When such
conditioﬁé are created, as they were in The Spirit of jsla_m, pdlitical_ and sécial realities.and the
ideological consequences théy entail wiil be aBle to be countered by sﬁeﬁiﬁc' e#hibit videologies,-
which will not be hegemonic.

As Giroux has explained, within critical pedagogy, -

Theory does not dictate practice... it serves to hold practice at arm’s length in ordéf to mediate
‘and critically comprehend the type of praxis needed within a specific setting at a particular time
in history. There is no appeal to universal laws or historical necessity here; .theory' emerges from
specific contexts and forms of eXperiencc in order to examine such contexts critically and then to

intervene on the basis of an informed practice (1992 :xxiii).

I believe that The Spirit of Islam eﬁchibit drew on the specific contexts and forms of
experience of its various stakeholder parties and managed to create something quite unique. -

Reality coincided powerfully with theory due to the timing of the exhibit and only served to.
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enhance its trans_fbrmatiVe potential. Thé Spirit of Islam demoﬁst__rates that exhibits Based,on

‘ conr;mitment and ethical openness, ‘combined with ihnoyafivé educative spaces Based or; dialogue
| and dialectic are indéedposﬁible. I would gd 'fur.ther and séy that they are, in fact, essentiali 1f
the museuni is to use its influential positidn in society to achieve greatéf social équality,’-é
purpose I feel they&hould be bursuing. The new musédlo’gyhas begun the process of generating
a language of critique around and within museum»bractiCe.' }C»ollaborativ.e_ exhibits informed vby a
critical pedagogiCal perspecti\}e, such aé The Spirit of Islam, can di’ale‘cﬁcally engage with suéh
critiques and further the dialqgic process necessary th generate a ‘l@age-of possibility directed
toward creaﬁng an equality of represehtétio’n, ulti?n’ately aiding in the creation of a more socially

democratic world.
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