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challenge, which was initiated by the public during the COVID-19 pandemic, relied on
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data on 81,086 Instagram posts from the first four months of the challenge and qualitative data

from post samples and interviews with participants in TMC.

As others who have researched social media use in art museums have found, these platforms can

afford visitors and remote users alike the ability to choose what is important to them and to



engage with art museum collections in a self-led, playful manner that is not always encouraged
by the museum environment, especially for adults (Budge, 2017, 2018b, 2018a; Budge &
Burness, 2018; Villaespesa & Wowkowych, 2020). My findings predominantly speak to three
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Chapter I. Introduction

In this dissertation, I present a case study of a participatory art-based social media
challenge that went viral during the COVID-19 pandemic. As a global social media
phenomenon, this challenge offered opportunities to study participatory engagement on a large
scale. In this chapter, I establish the rationale for undertaking this study and then briefly explain
the wider issues in museums in the specific areas that my research seeks to address. I explain the
context of the case study as a social media challenge that relied on digitized museum collections.
I provide a statement on my positionality as a researcher and the lens that this gives my work. I

conclude with a summary of each of the three articles in the dissertation and the key findings.

Rationale

A few days into the first COVID-19 lockdown in March 2020, a communications
assistant in Amsterdam put out a call on social media challenging people to re-create works of art
using materials found around the house. Museums encouraged the idea, including The J. Paul
Getty Museum in Los Angeles and the Metropolitan Museum of Art in New York, and the
challenge went viral. By July 2020, there were over a hundred thousand images of families,
seniors, children, pets, and individuals re-creating works of art using everything from toilet paper
to family heirlooms. Often made with humor and meticulous attention to detail, the images
portrayed many of art history’s most famous paintings in a whole new way. The challenge —
referred to throughout my dissertation as The Museum Challenge (TMC) — created a global

community, sharing ideas, re-creation techniques, and interpretations of artworks. This



dissertation presents a case study of this engaging and creative challenge, examining it to gain

insights into how museums might reach a wider audience by altering their engagement practices.

In choosing The Museum Challenge as a case study, I hypothesize that the movement
demonstrates two important shifts in art engagement. The first is that by engaging people from
around the world, I hypothesize that TMC provided an example of how art museums can offer
learning experiences that are relevant to a diverse range of interests and backgrounds. Becoming
more relevant to historically underrepresented audiences is currently a significant issue in the
museum field. A 2020 survey by the cultural innovation research platform Culture Track found
that the audiences of 653 cultural institutions in the US identified as 85% white. Since only 60%
of the population identifies as white, this inequity level means that increasing museums’
relevance to historically underserved audiences is essential to their public value and
sustainability (Chung et al., 2008; U.S. Census Bureau, 2021). These statistics represent a deep-
seated issue in many museums. Systemic racism and the privileging of white narratives are
embedded in the very foundations of the idea of a museum, signifying the changes needed on
every level, from staffing to collections to audiences to learning models (Bennett, 1995; Coftee,

2008; Moore et al., 2022).

The second important shift I hypothesize is demonstrated by TMC is pedagogical.
Traditionally, art museums rely on what Eisner and Dobbs (1988) called “silent pedagogy,” in
which visitors learn by looking at art and reading content developed by experts. Even on social
media, art museums mostly deliver content generated by experts or marketing information

(Jensen, 2013). Hein (1998), Simon (2010), and Black (2005; 2018) have discussed how



museums might be encouraged to create opportunities for visitors to actively participate in
exhibitions and programs and construct their own knowledge. This participatory approach is
typically utilized by science museums and in bespoke activities for specific audience groups and
is not commonly used to support learning for general visitors to art museums. However, during
the pandemic, museum social media feeds were filled with opportunities for followers to make
and share art. Though started by an individual who does not work in the arts or museums, given
its global scale and the number of posts, I posit that TMC was probably the most significant

participatory art social media campaign of the pandemic, if not ever.

In this dissertation, I use a three-paper structure to investigate how contributors to The
Museum Challenge accessed and learned about art through participation, represented their
individual and group identities, and applied and expanded their funds of knowledge. In
examining TMC as a case study of a successful participatory art activity led by contributors
rather than museums, this dissertation aims to make three contributions. First, by understanding
how participants engaged with art and what they learned and contributed through the process of
re-creating, we can understand the benefits of participatory engagement in museums to inform
future activity designs. Second, by understanding how individual and group identity
representation played a role in TMC, we can design for better representation in museums. Lastly,
by revealing participants’ funds of knowledge, this study will contribute to a re-evaluation of the
expert-led narratives in art museums and aid in shifting to audience-focused and community-

oriented initiatives.



Problem Statement

Without a formal learning structure like that of schools, museums offer visitors the
chance to choose to engage with the content that is most relevant to them. Therefore, as free-
choice learning environments (Falk et al., 2011), museums hold great potential to offer equitable
learning experiences that appeal to visitors’ interests and backgrounds. However, museums are
not attracting a demographically representative audience. A 2008 survey showed that museum
audiences in the United States were 89% white and non-Hispanic (Chung et al., 2008). Proving
that little has changed, a 2020 survey found the audiences of 653 participating cultural
institutions in the US identified as 85% white (Culture Track, 2020). Comparing these results to
the 2020 US Census demonstrates the inequity problem in museums. The US population is
currently 60% white and non-Hispanic, 18.5% Hispanic or Latina/o, and 13.4% Black or African
American (United States Census Bureau, 2021). With white audiences in 2020 overrepresented

by 25%, change is needed to increase the relevance of museums to people of color.

This problem extends across the Atlantic. A 2015 report in the United Kingdom (UK)
found that people of color were considerably less likely than white respondents to have visited a
cultural institution in the 12 months prior (The Warwick Commision on the Future of Cultural
Value, 2015). This report also found an economic gap in visitors, with groups representing
higher incomes accounting for 87% of museum visits. These statistics represent striking
inequities in museum visitation, but why museums are not attracting diverse audiences is not a
new question. Bourdieu (1968) argued that museums are only truly accessible to those who

understand the cultural codes inherent in the institution and the subject matter exhibited. Since



Bourdieu (1968), others have also argued that the history of museums and the cultural cues that
are inherent in them are among the most significant barriers to inclusion (Coffee, 2008; Lidchi,
2013). To imagine the new roles that museums can play in society and the kinds of learning that

they can support, it is important to interrogate this historical supposition.

The focus of my dissertation work is to understand the ways a social media movement to
re-create art promoted engagement with digitized collections of art, which are created and
maintained by museums around the world. However, to understand how TMC was different from
the standard engagement practices in museums, it is first important to understand what standard
practice has been and how that is changing. In the following sections, I briefly examine three
recognized aspects of museum history that still present as active barriers to reaching diverse
audiences and incorporating a range of learning and engagement practices in museums: 1) the
colonial past underlying the origins and organization of many collections, 2) how museums
created structures to regulate and restrict visitor behavior, and 3) the reliance on expert-led

approaches to learning.

The Origins and Organization of Collections

This dissertation considers the engagement practices, funds of knowledge, and aspects of
individual and group identities TMC participants brought to interpreting museum objects, which
may reveal non-traditional cultural codes. The cultural codes presented in European and
American museums today emerged very early in their history. Starting during the Renaissance
(1300-1600), European elites assembled combinations of art, cultural artifacts, and objects from

nature to form private collections called Wunderkammer and Kunstkammer, which in English are
5



known collectively as cabinets of curiosities (Bennett, 1995; Macdonald, 2011; Paul, 2012;
Wittlin, 1970). At the time, the boundaries between object categories were not yet defined, so
paintings might appear alongside rock crystals and other geological phenomena. Many of the
collections of objects that eventually became public museums originated in these assemblies by
the elites of Europe and America as they began to explore and colonize other areas of the world

(Wittlin, 1970).

Over time, the cabinets of curiosities grew and were gifted to governments, becoming the
foundations of public museums in Europe and the United States. As public institutions, museums
played a foundational role in forging national identities through the objects they chose to display.
The objects the public saw in these newly nationalized collections, often collected from distant
colonies, became cultural symbols of the historic and current power structures (Bennett, 1995;
Macdonald, 2011). As collections became larger and were sorted into different disciplines (e.g.,
art, natural history, etc.), museums further exerted their cultural influence by choosing how they
positioned and prioritized certain topics and objects (Macdonald, 2011). For example, the
separation of Western art from that of other cultures served to fuel the attitudes of colonialism
and white superiority. These choices by museums have had a lasting cultural legacy (Bennett,
1995; Coftee, 2008) that positioned white Western culture as superior and did not acknowledge
the problematic ways in which many objects had originally been collected during colonial
expansion. This prioritization of white Western culture and the display of objects acquired

through colonial expansion is an active barrier for non-white audiences. The legacy of the



hegemony of white Western culture and ideas emerges in TMC and is discussed in Chapter IV of

this dissertation.

The Regulation of Visitor Behavior

Since this study speaks to participatory learning models in museums, it is important to
understand how the traditional museum experience evolved from the cabinets of curiosities. The
early cabinets of curiosities were held in palaces or private houses, and visitors to the collections
had to be invited or have a letter of introduction to view them (Wittlin, 1970). These selected
visitors were expected to know enough about the collection to engage in discourse with the
owner (Paul, 2012; Wittlin, 1970). By the late seventeenth and eighteenth centuries, many
private collectors had started to provide wider access to visitors, but the private spaces still

maintained authority over who could see the objects and when (Paul, 2012; Wittlin, 1970).

As they became public institutions managed and owned by governments, museums
emerged as a “mechanism for enculturation” to improve the behavior of the lower
socioeconomic classes and convince visitors that they benefitted from the existing power
structure (Coffee, 2008, p. 264). When The British Museum, London, opened in 1759 as the first
museum with a collection owned by the public and managed by a government, there were
debates on how to regulate visitor behavior, particularly that of the lower classes (Bennett,
1995). This challenge was met by first designing the building to create an environment in which
visitors were both observing others and being observed and, second, by providing lists of rules
(Bennett, 1995). The open gallery-style architecture effectively placed both the objects and the

visitors on display, creating a “see and be seen” environment (Bennett, 1995, p. 69). With these
7



monitoring structures in place, the early museums created many of the ritualistic behavioral
patterns visitors continue to experience today: quiet, no touching, no eating, and learning by
reading and looking (Duncan, 1995). This process of enculturation still affects who comes to
museums, making many feel unwelcome and, as discussed in the next section, creating a learning
environment that museum educators are still trying to change today with the participatory models

discussed in this dissertation.

Museums and Pedagogy

Since this dissertation looks at art learning and engagement models, it is important to
understand what this research is trying to change: the traditional “silent” model. As discussed in
the previous section, the rules and “see and be seen” architecture created orderly spaces with
well-behaved visitors. Until recently, the typical art museum visitor learned by quietly reading
labels, looking at the art on the walls, and relying on expert-led information. Eisner and Dobbs
(1988) referred to this pedagogical model as “silent pedagogy,” which is based on the “banking”
model of education in which learners are empty vessels to be filled by expert knowledge (Freire,
1993). This banking model was viewed by Freire (1993) as an oppressive model of education

that does not allow the learner to challenge the status quo.

This model has been hard to shake. Tapia (2008) identified three shifts in how art
museum education was approached during the early twentieth century that both challenged and
reinforced the silent model. The first shift was led by industrialists who hoped to educate factory
workers on the types of objects they could manufacture (Tapia, 2008). The second shift was led

by educational theorist John Dewey and museum director John Cotton Dana. Dana was one of



the first reformers to openly call for museums to be inclusive to everyone (Dana, 2012; Hirzy,
1984; Tapia, 2008). In his famous 1917 essay, “The Gloom of the Museum,” Dana challenged
art museums to offer friendlier experiences to visitors, use alternative, accessible spaces (like
shops), and exhibit content that was not “high art” but instead accessible and relevant to visitors’
lives (Dana, 2012, p. 29). These ideas were supported by Dewey, who believed that art was
essential to learning from experience (Dewey, 1934). The final shift was toward aesthetic
formalism: an idea forwarded by modernist artists and museum practitioners in the early
twentieth century that held that art speaks for itself by communicating universal static truths to
all viewers (Tapia, 2008). While the work of Dewey and Dana was influential to many museum
educators, in the early twentieth century, aesthetic formalism became the widely accepted model
of art museum education, further enforcing the silent pedagogical model in a temple-like

atmosphere (Duncan, 1995; Tapia, 2008).

Since the 1960s and 1970s, there has been a great push against aesthetic formalism. In art
historical terms, this shift has paralleled the rise of postmodernism, which tends toward including
multiple voices, deconstructing accepted interpretations, and shifting the power dynamics of who
holds knowledge (Tapia, 2008). To support this change, the American Alliance of Museums'
(AAM) published three books starting in the 1980s that positioned education, rather than the

display of universal truth, as a primary mission of museums (American Association of Museums,

! Known as the American Association of Museums until the early 2000s.



2002; Hirzy, 1984, 1992). The engagement models and approaches explored throughout this

dissertation are part of this change in how audiences learn from and with art in museums.

In this section, I considered three of the main historical reasons why museums struggle to
attract non-white audiences: their colonial origins, prioritization of white narratives, and
pedagogical approaches. This history demonstrates how necessary it is to make changes to
ensure a different future that values inclusivity and the prioritization of non-dominant narratives
and ways of meaning-making (Kinsley & Wittman, 2016). Methods that support changing
engagement practices and increasing the relevance of museums to historically underserved
audiences are an essential part of making a new future (Falk & Dierking, 2018; Museums
Association, n.d.; Simon, 2016).> While there have been attempts at change (Falk & Dierking,
2018; Hooper-Greenhill, 2007; Sandell, 2007; Simon, 2016), as evidenced by the responses to
Culture Track’s (2020) survey, these efforts have not yet been able to significantly alter museum
visitor demographics. A greater understanding of where further changes can be made is still
much needed. In this dissertation, I use a case study to offer further understanding of how art

museums can alter their engagement practices and be more inclusive.

2 It is also important to acknowledge that while I refer to museums generally here, there are institutions that
break these trends. These institutions, like the Smithsonian National Museum of African American History and
Culture, often tell specific stories directly relating to the history, culture, and stories of marginalized communities.

10



Study Context

The data for this dissertation emerged in very particular social and cultural

circumstances. This section considers the wider social context for The Museum Challenge.

Cultural Upheaval

The spring of 2020 was momentous for museums and cultural institutions. First, the
outbreak of COVID-19 in March closed the doors of an estimated 90% of museums and cultural
institutions throughout the world (UNESCO, 2020). Tully (2020) estimated that some type of
closure affected approximately 60,000 institutions worldwide. Since so many museums and
cultural institutions depend on income generated through ticket sales, many organizations
experienced a heavy financial impact. Staff at 66% of institutions faced redundancies and
furlough, particularly the visitor services and education teams (American Alliance of Museums
& Wilkening Consulting, 2022; Tully, 2020). While difficult to track, a significant number of
smaller museums had to permanently close, like the Museum of Bags and Purses in Amsterdam
and the Morro Bay Skateboarding Museum in California (Merritt, 2021). Merritt (2021)
estimated that 33% of US museums were at risk of closing due to problems caused by COVID-
19. To help museums avoid dissolution, the Association of Art Museum Directors relaxed the
rules on selling collection objects and using endowment funds to help ease financial hardships

(Tully, 2020).

Where possible, museums responded to the pandemic by increasing their virtual content

and social media presence and using their facilities and resources to offer social services (Art

11



Fund, 2021; Byrd-McDevitt, 2020; Romano, 2020; UNESCO, 2020; Wilson, 2020). According
to Tully (2020), museums responded to the demand for virtual resources by increasing their
online content, creating digital versions of existing programs, and collaborating with each other
and large platforms like Google Arts and Culture. With virtual tours of exhibitions and online art
classes, Tully (2020) argued that museums proved their social value by offering homeschooling
resources, at-home activities, and opportunities to improve mental health and well-being. Some
museums offered their buildings for COVID testing and as vaccination centers and food-
collection points, and many created physical activity packs for those without access to the
internet. For example, the Crystal Bridges Museum of American Art, Arkansas, created over
2,000 “My Museum Kits” distributed through the Federal Housing Administration's Supportive
Housing Team, the Northwest Arkansas Food Bank, and the public school system (Hightower,

2020).

The second culturally significant moment for museums was in May 2020, when the brutal
murder of George Floyd by police in Minneapolis triggered protests around the world and started
conversations about systemic racism that were long overdue (Hill et al., 2020; Taylor, 2021;
Worland, 2020). The conversation entered cultural institutions that — often for the first time —
took a political stance to support the Black Lives Matter movement. Some institutions, like the
Oakland Museum, undertook staff restructures and reimagined their collections and community
engagement to be more equitable and inclusive (Fogarty, 2020). The number of museums that
have taken a political stance hopefully indicates that museums will address the three historical

barriers discussed in this chapter: their colonial origins, prioritization of white narratives, and
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pedagogical approaches. Addressing these barriers will help end the myth that museums are
culturally neutral and promote greater diversity and inclusion in staffing, content, and approaches
to learning. Various organizations and movements are playing an active role in pointing out the
systemic racism present in every part of museums, from their founding to their funding to the
staffing to their exhibits.? In the UK, the Museums Association published a guide in 2021
entitled Supporting Decolonisation in Museums (Museums Association, n.d.) to actively
encourage museums to do this work. While this project was started in 2019, its necessity was
reinforced by the reckoning of 2020. There were Black Lives Matter protests throughout the UK
and a controversy over public statues — like that of the former leading slave trader Edward
Colston, which was removed by protestors and dumped into the River Avon (Hassan & Noack,

2021).

In the words of Dr. Lonnie Bunch III, the first African American Secretary of the
Smithsonian Institution, the “dual pandemics” of COVID-19 and the effects of systemic racism
acted as catalysts for change in cultural institutions (Bunch, 2020). Similarly, in her keynote
speech at the Death to Museums conference in July 2020, Dr. Porchia Moore proclaimed that
this might be a “new normal,” but we cannot return to the old normal. The virtual programming
initiatives and the social justice focus of many museums during the pandemic presented a new —

and often temporary — paradigm for museums. As I observed, more user-generated content was

3 These advocacy organizations include Museum Hue (https://www.museumhue.com/), the Incluseum
(https://incluseum.com/), Culture& (https://www.cultureand.org), Decolonize This Space
(https://decolonizethisplace.org/), and Museums and Race: Transformation and Justice
(https://museumsandrace.org/), amongst others.
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posted than usual, and posts made by museum staff were often lighter, less academic, and
presented diverse voices to support people during a difficult time. In other words, museums

showed their human side.

However, once vaccinations were available and many museums reopened their doors, the
amount of content that encouraged participation on social media dropped considerably. Elaine
Heumann Gurian, an author and museum consultant, noted in a talk at the Museums Association
conference in November 2021 that the return to old habits was disappointing. According to a
study by the American Alliance of Museums and Wilkening Consulting (2022), 39% of
museums still plan on providing online learning opportunities and school programming, and 18%
still plan to support social justice and wellness initiatives. It is to be expected that there will be
some reduction in online programming due to the return of in-person activities. However, as
indicated here, there was hope that the seismic events of 2020 would lead to profound change in
making museums more equitable. How shifts related to the cultural changes of 2020 will play out

over time remains to be seen.

The Museum Challenge

While museums struggled with matters of survival, negotiated rapid closures, and
quickly created online programs, what would become one of the most successful participatory
social media campaigns of the pandemic took shape in the home of a non-museum
communications worker as a personal way to pass the time. Based on re-creating works of art

with materials found around the house, The Museum Challenge started in mid-March 2020 in the
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Netherlands when 3 1-year-old
communications assistant
Anneloes Officier and her
housemate* re-created Johannes
Vermeer’s Girl with a Pearl
Earring (c. 1665) using a towel, a
placemat, and a bulb of garlic
while stuck at home due to the

social-distancing measures, see

Figure 1 (Goldstein, 2020;

Figure 1: The first re-creation in The Museum Challenge tussenkunstenquarantaine, 2020,
created by Anneloes Officier and her housemate
(Tussenkunstenquarantaine, 2020, March 14). March 14; Waldorf & Stephan,

2020). Starting first as a closed What’s App group then moving to its own Instagram hashtags
(#tussenkunstenquarantaine and #betweenartandquarantine), the challenge was quickly picked up
by museums. Within days, The J. Paul Getty Museum in Los Angeles and the Metropolitan
Museum of Art in New York, amongst others, had shared their own hashtags. Other museums
like, the Rijksmuseum, Amsterdam, and the State Hermitage Museum, St Petersburg, encouraged

their followers to post to the hashtags created by Anneloes. Very soon hundreds of users were re-

4 Anneloes Officier’s housemate has chosen to be only anonymously involved in the challenge.
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creating artworks in their homes. By July 2020, there were over 150,000 posts to five related

hashtags on Instagram.

Alone in my apartment in Maryland, separated from my partner and family in Europe by
thousands of miles, these new versions of Frida Kahlos and Michelangelos provided much-
needed laughs. But more than laughs, the creativity, problem-solving, and attention to detail
made me think about the cultural funds and artmaking skills that participants were bringing to
their re-creations. Struck by the individual creativity and the democratization of art interpretation
by thousands of voices from all over the world, TMC potentially represented a new form of art

engagement that [ was eager to study.

Researcher Narrative

While statistics help support my argument about the need for diversity in museums, I had
come to my own conclusions about the need to change the museum experience before I was
aware of these numbers. | am a white Irish American female from a middle-class background.
With my Irish mother, we went “home” to Ireland every summer to visit family. Raised speaking
Irish (i.e., Gaelic), my mom is from a family of revolutionaries that fought (and died) for

independence from the British in the nineteenth and early twentieth century. I absorbed a strong
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anti-colonial narrative as we toured sites related to the various fights for independence, famine

graveyards, and hedge schools.’

Museums and
cultural sites became an even
bigger part of my life when
my dad joined the US
Foreign Service when I was
nine. As we moved around
the world, museums became
ways to understand where

we were living. During our

first couple weeks living in ~ Figure 2: The Parthenon exhibition at the Acropolis Museum
(Vardas, 2019). Note the gap in the frieze in the upper left, and

Greece, we visited the the white plaster casts in the front row in contrast to the
yellowed marble frieze along the lower part of the back wall.

Acropolis and the museum on site with pointedly empty displays representing where the objects
would go if the Greek Government’s petition for their return from The British Museum, London,
was granted. As can be seen in Figure 2, yellowed marble originals stand in stark contrast to
white plaster casts, and, in some cases, gaps for the parts of the Parthenon that are housed in the
collection of The British Museum (Kimmelman, 2009; Vardas, 2019). Allegedly given to the

British Ambassador, Lord Elgin, by the then-ruling Ottoman Empire, the “Elgin Marbles™ are a

3 Hedge schools were illegal eighteenth- and nineteenth-century schools for those of non-Anglican faith,
which would have been the majority of the native Irish population. Under a series of penal laws (1695-1920), only
Anglican schools were permitted to attempt to force conversion to the Protestant Church of Ireland.
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prime example of cultural artifacts acquired through ambiguous circumstances during colonial

reign.

As my family continued moving — adding China, Germany, and Morocco to our list of
postings — I became more aware of how artifacts from other cultures were positioned in
museums in the US and Europe. I often saw Western art and cultural objects positioned as elite
and separated from those of other non-Western cultures. Non-Western modern and contemporary

art were rarely even represented. How objects were acquired was not often noted.

As an art history major in college near DC, I thought working in museums would be
boring and deliberately avoided them when I graduated. I saw museums as static places where
people with backgrounds like mine cared for old paintings. When I moved to the UK, I noticed
museums seemed much more dynamic. I spent hours in Tate Modern in London and later started
working as an Assistant Learning Curator for Community Programs at Tate St Ives. [ worked my
way up the museum's professional structure — benefiting from my cultural heritage, class
background, and race — eventually becoming the Acting Head of Learning at Tate St Ives. At
Tate, I learned how active and creative museum professionals could connect people with art. We
could tell stories from different times and places and offer new perspectives. My colleagues and I
did some popular programs, but I wanted to understand more about how participants were
learning, how we could find ways to make the learning experience more active and creative, and

how we could reach a wider audience.

I started my Ph.D. with an interest in researching the Learning Sciences and pedagogical

models in museums. It was during the Core II class that I realized how much I cared about
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increasing access to museums and offering alternative learning models. My experience living
overseas helped me see that museum professionals were still missing voices and prioritizing
white Western narratives. Discovering asset-based pedagogies was a revelation for me as I

recognized how powerful these pedagogies could be in the museum context.

Organization of the Dissertation

My dissertation draws on data collected from The Museum Challenge to investigate how
participants engaged with art, represented their identities, and applied and expanded their funds
of knowledge. I used a multiple-methods approach to investigate the content generated through
five social media hashtags related to Anneloes’ original challenge. I document the general trends
of the challenge and seek to understand how participants applied their cultural knowledge to
personal histories to their re-creations. I use a three-paper structure in this dissertation, but the set
of papers work together to answer the following research question: In what ways did contributing
to The Museum Challenge enable participatory engagement with art, support identity

representation, and apply and expand participants' funds of knowledge?

This three-paper dissertation builds on existing literature investigating how participatory
social media may support inclusive learning opportunities. All three papers draw on parts of the
same main data set, and how that data was collected is explained in Chapter II. This approach
was chosen to gain insights from this potentially unique real-world phenomenon. This section

summarizes the goals and findings of each paper, but first, [ have included a note on the
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interdisciplinary approaches on which I drew throughout the research and writing processes for

this dissertation.

Note on Interdisciplinarity

This dissertation draws on knowledge and approaches from a variety of disciplines. This
interdisciplinarity is essential because it sits within my goals of 1) applying pedagogical models
created for formal educational settings to museums and 2) using research methods from the
social sciences, specifically educational research, to benefit museum practice. In museums,
audience research is relatively new, and educational research is even newer. Museum
professionals George Hein, John Falk, and Lynne Dierking were early advocates of audience
research in museums in the 1980s and 1990s, encouraging museums to understand who visited,
who didn’t, and why. The studies that are conducted in museums are often evaluations rather
than the more investigative research that is generally conducted in educational research settings.
This difference means that studies in museums often focus on the successes of individual
projects. This difference in approach may affect how this dissertation reads as the literature bases

vary in intention and methodologies.

The content of the data for this study draws on knowledge of art and art history delivered
through the platform of social media, bringing in concepts from both the study of art and the
field of human-computer interaction (HCI). The data collection, analysis methods, and ethical
approaches I drew on are from educational and HCI research, with content analysis from art
history/cultural studies added to analyze the Instagram posts. The literature presented includes a

diverse range, pulling from theories and studies across four disciplines: art history/cultural
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studies, museum studies, human-computer interaction, and educational research. In drawing on
these studies, I recognize that each of these fields often uses different terminology for similar
concepts. Since, ultimately, my work is intended for use by museums, where there were options,

I have used the terminology most used in this field.

Paper 1/Chapter 111

The first paper, Life Imitating Art: Demonstrating Participation and Engagement through
Re-Creating Art on Social Media, used multiple methods to examine how the art re-creation
challenge acted as an example of participatory engagement with art. [ use quantitative analysis to
describe the trends of the challenge and qualitative data from interviews and samples of posts to
understand the participatory practices that supported engagement. In this way, [ address the
following research question: What processes did contributors use to engage with works of art
through participation in a social media challenge to re-create art with household objects? My

findings indicate that TMC invited participants to interpret art in four key ways:

1. Participants leveraged slow-looking practices to select works of art;

2. Participants engaged in embodied learning processes while physically re-creating their
chosen works of art through which they were able to build their understanding of art and

artmaking, leading to the development of their own re-creation practices;

3. Through the process of re-creating, participants democratized art by contributing their
interpretations to the originals, often adapting the contents to communicate their own

experiences and stories;
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4. By re-creating and posting it on social media, participants intentionally searched for and
generated joy for themselves and their followers during a difficult time, creating an

empathetic and creative environment.

Paper 2/Chapter 1V

The second paper, One Artwork at a Time: Representing Identities in a Social Media
Challenge to Re-Create Art, identifies ways in which participants re-created work to highlight
individual or group identities. For example, a few participants highlighted the work of lesser-
known women artists and a group in India created a version of the challenge for Desi art (i.e., art
of the Indian Subcontinent). This paper uses samples of posts and interview data to explore the
research question: In what ways did participants in a social media challenge to re-create art
incorporate topics related to their individual and group identities, and what were their goals in

doing so?

The findings suggest that while those who challenged the hegemony of white Western art
were in the minority — they were there. The key findings of this chapter speak to how participants
represented individual and group identities by 1) telling their individual stories, often subtly,

through their re-creations, and 2) researching art connected to their group cultural heritage.

Paper 3/Chapter V

The third paper, Bucking the Trends: Applying and Expanding Funds of Knowledge in a
Social Media Challenge to Re-Create Art, identifies the funds of knowledge users brought to the

artworks they re-created and expanded through the re-creation process. I use qualitative analysis
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of samples of posts and of interviews with participants to investigate the following research

questions, applying a thematic approach:

1. In what ways did participants in a social media challenge to re-create artworks apply
their art-related funds of knowledge?
2. In what ways did participants in a social media challenge to re-create artworks

expand their art-related funds of knowledge through their involvement?

By situating this study in a social media challenge that featured online museum
collections, I found three key themes: 1) in making and posting art re-creations, participants
primarily applied their funds of knowledge in art and art history, artmaking, professional and
creative practice, and from their families; 2) participants also expanded these funds; and 3)

participants transferred creative skills across knowledge funds.

Together, these three papers can help inform how museums can improve participatory
practices as well as recognize and connect to visitors' funds of knowledge and individual and
group identities, both in person and on social media. These concepts behind these three papers
are closely tied together and emphasize different ways museum audiences can draw on their
cultural backgrounds and knowledge bases to engage with art. Also, the careful description and
analysis of the general trends associated with TMC allows for a deeper understanding of the role
art plays in people’s modern lives. By situating this social media challenge within the wider

context of museum social media and visitor learning, this dissertation aims to point to how
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something that emerged spontaneously, informally, and organically can be used to inform

institutional models for future visitor engagement and learning.
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Chapter II. Methodological Approach

Since the analyses conducted in all three papers in this dissertation drew on the same data
set, this chapter provides a detailed description of my methodological choices. This detailed
description is necessary because the methodology used is more nuanced than can be fully

explained in the three papers that comprise the body of this dissertation.

A Multiple Methods Approach

To provide a brief overview, the data were collected from three sources: 81,086
Instagram posts from five hashtags associated with The Museum Challenge; two samples drawn
from the complete set of posts; and 16 interviews with staff from host museums, instigators of
the challenge, and participants. The sections below describe how I collected the data, applied
quantitative and qualitative methods, and the limitations of my approach. I used quantitative and
qualitative methods in this study due to the amount of data available and the rich detail displayed
in the posts participants created in response to the art re-creation social media challenge. Using
both methodologies allowed me to capture the scope of the challenge and the nuanced details
arising from individual posts and experiences. The methods chosen for the close qualitative
analysis of individual social media posts (with images) in this study were drawn from other
studies of visitor social media in museums (Budge, 2017, 2018a, 2018b; Budge & Burness,
2018; Villaespesa & Wowkowych, 2020). Figure 3 presents the various stages of my data
analysis and shows how I conducted the quantitative sampling and analysis to identify the data

for qualitative analysis.
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Snowball sample to identify more interviewees
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Posts discussed in posts
interview

Figure 3: A diagram of the quantitative and qualitative data sources.

Initial Data Collection: Instagram Posts

The main body of data I used in this dissertation consists of Instagram posts made during
the first four months of the global lockdown caused by the COVID-19 pandemic. I selected the
data collection period of mid-March 2020 through the beginning of July 2020 because it
represented the initial emergence of the associated hashtags during the height of the first
lockdown due to COVID-19. Capturing this initial phase of the challenge was essential because

it represented the highest concentration of posts made by users worldwide, including some who
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contributed many posts and others who only posted once (median = 3 posts per person). This
data set allowed me to examine how participants developed their art re-creation practices during

these four months and how the challenge changed and evolved as it spread around the world.

I collected posts from five primary hashtags associated with the challenge, as indicated in
Table 1. While there were other hashtags, these represented the most prominent ones promoted
globally, often regardless of language. The first two, #tussenkunstenquarantaine and the English
version #betweenartandquarantine, were created by Anneloes Officier, who started the challenge
in Amsterdam and represented the original hashtags associated with the re-creations. Two further
hashtags in this study — #gettymuseumchallenge and #gettychallenge — were used by The J. Paul
Getty Museum, who encouraged their social media followers to participate. According to The
Metropolitan Museum of Art’s Social Media Manager, Claire Lanier, #mettwinning was the only
hashtag of the set that existed before March 2020 (personal communication, October 18, 2020).
The study still included it because The Met used it specifically to promote the art re-creation

challenge.

Table 1: Number of posts collected from Instagram per hashtag.

Hashtag Number of Collected Posts
#mettwinning 3,970
#gettychallenge 8,266

#betweenartandquarantine 34,527

#gettymuseumchallenge 35,229

#tussenkunstenquarantaine | 47,502

Subtotal: 129,494
Duplicates: 48,407
Total: 81,086
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In total, I collected 129,494 publicly available Instagram posts using an initial Python
script I had custom-created for this task. I based the design of this scraping script on techniques
used by Oh et al. (2016), who crawled Instagram for posts associated with specific hashtags. As
included in Appendix E, the discreet information this script allowed me to collect in one CSV
file per hashtag included the Instagram ID of the post, a URL link to the post, the number of
likes and comments made on the post at the time of collection, an owner ID, the post text, a
posting timestamp, location information, the username, and any accessibility captioning. Not
every post had every data point available for collection. The images associated with the posts
were downloaded separately since CSV files are not compatible with images. The bespoke
Python script gave each post a unique shortcode that matched the image file name and
downloaded one JPG image file per post to a separate folder. Only the first image was collected
if the original post contained more than one image in a stack. Having unique shortcodes in the
CSV file that matched the image file names allowed me to later match posts of interest manually

to the images referenced.

Once the data was collected, my next step was to clean and deduplicate the data. Because
the initial script tracked each hashtag and many posts referenced more than one of the
downloaded hashtags, thousands of duplicate posts were included across the five CSV files. |
used a second Python script — this time from the Panda library — to identify duplicates across the
five associated CSV files and to combine the unique posts into one CSV file. In this way, I got
rid of duplicate posts collected by the original Python script, resulting in a clean dataset of

81,086 unique posts, except for some possible reposts. The deduplication script sorted posts by
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the unique identification code assigned by Instagram to posts, so it could not identify reposts,
which have different Instagram identification codes from the original. Table 1 presents the
number of total posts collected and total posts in the clean dataset for each of the five selected
hashtags. I deduplicated the images by combining the image folders for each hashtag into one. In

doing so, my computer used the file names to recognize and remove duplicated files.

Quantitative Data Processing

I did quantitative analysis and data processing in two phases. First, I analyzed the clean
dataset of 81,086 posts to generate descriptive statistics to understand the scope and trends of the
challenge. For instance, I examined location data to determine the geographic spread of the
challenge, the average and median numbers of posts to understand the range of engagement, and
the number of unique users to give me a sense of how many people were engaged in the
challenge. The results of the descriptive analysis are included in Chapters 3 and 4 of this

dissertation.

Second, I used the clean dataset to identify an initial selection of participants to interview.
Since frequent users were more likely to have rich detail to share about their re-creations and
reply to requests for interviews sent via direct messages on Instagram, I made initial contact with
the community through those who had contributed more than the average number of posts per
user, which was 26. Using a formula that identified the number of times a username appeared in
the data set as a proxy for the number of posts they made, I sorted the dataset to group
participants by post number and calculated the average number of posts per user (26). I then

selected participants by starting with the highest number and moving down the list, skipping
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those who did not post in English. From this list, I selected participants to interview, which is
described in more detail in the qualitative section of this chapter. Then, I used a snowball
sampling approach, asking each interviewee for further suggestions for participants to interview

(Bogdan & Biklen, 2016).

Post sampling

Through a three-step process, I created two samples of 100 posts each for qualitative
analysis. In step one, I created each 100-post sample by first sorting the 81,086 posts by
username and then using a formula to select the single post from each user that had the highest
level of engagement. If the user had only posted a single time using any of the five primary
hashtags, then that post was selected. If the user had posted multiple times, then the post
representing the highest number of comments or likes was selected. For example, if there were
two posts and neither post had any comments, then the highest number of likes was used.
Applying these engagement criteria to the data set resulted in 37,001 posts. I chose to use
engagement criteria to select my analysis sample because engagement levels are often how social
media staff in museums judge the success of social media campaigns (Claire Lanier, October 18,
2020, personal communication). In step two, [ removed as many non-English language posts as
possible — this limitation is discussed in more detail later on. I removed the non-English posts by
importing the dataset into Google Sheets and using Google’s language recognition tool to
identify the languages used. Because this tool is not 100% accurate, I then reviewed the posts
manually to verify the language labels. At the completion of step two of the sampling

construction process, 17,525 posts remained.
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For my third and last step, I divided the remaining 17,525 posts into three buckets by
participant posting level. Bucket 1 contained participants who posted in English 11 or more
times during the data collection period using any of the five hashtags I had targeted (n = 409).
Bucket 2 contained participants who posted in English between 2 to 10 times using the targeted
hashtags during the data collection period (n = 3,992). Bucket 3 contained all the participants
that had posted once in English using the targeted hashtags during my collection period (n =

13,124). I then took these buckets of sorted participants to select my samples for analysis.

To create the two 100 post samples, I first calculated the percentage of the total cleaned
and sorted dataset (n = 17,525) that each bucket represented, as shown in Table 2. I then
calculated the number of posts that numerically matched that percentage and used a random
number generator to select that number of posts. For example, bucket 3 represented the
participants that only posted once and contained 13,124 of the 17,525 total posts in English
during my collection period that used my targeted hashtags. The participants that posted only
once therefore represented 75% of the total dataset, and I, therefore, randomly selected 75 posts
for analysis. By applying this selection method, I created two representative samples of 100 posts

each for close analysis, as shown in Table 2.

Table 2: Distribution of post type in samples.

Sampling Bucket Number of Posts Percent of total Number in Each Sample
11 + posts 409 2% 2

2-10 posts 3,992 23% 23

1 post 13,124 75% 75

Total 17,525 100% 100

31



Qualitative Data Collection

This study has three sources of qualitative data: two samples of 100 posts in English, 16
semi-structured interviews, and a selection of 27 posts mentioned by interviewees. The first
qualitative data set is two samples of 100 posts that emerged through the process discussed in the
previous section. This sample aimed to examine the trends in the challenge across a range of

participants, from above-average users to those who only contributed one post.

The second set of qualitative data comes from 16 semi-structured interviews with
museum staff, independent instigators and curators of the challenge and its content, and
participants. These interviews used four different interview protocols to develop an
understanding of the different roles participants played in the challenge and their varying
perspectives, as seen in Appendices A-D. The two staff interviews were conducted in Fall 2020
using the semi-structured interview protocol in Appendix A (Bogdan & Biklen, 2016). These
interviews focused on why the social media department promoted the challenge, how the
challenge was viewed as successful, and how this fit within the department’s strategy.
Participants in the interviews were also asked to select their favorite posts and discuss why they
stood out. I contacted the social media departments at the two major participating museums in
the US, The J. Paul Getty Museum (The Getty) in Los Angeles and The Metropolitan Museum of
Art (The Met) in New York. While staff from The Getty could not participate due to the volume
of interest they had received in the challenge, two members of The Met’s social media team were

interviewed.
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Three interviews were conducted with individuals who either instigated the challenge
online or curated content from the challenge in an exhibition. This set of interviews included one
with Anneloes Officier, who founded the first two hashtags associated with the challenge. These
interviews were conducted in early 2022. As seen in the protocol in Appendix C, I focused on
how these interviewees founded and supported the challenge to understand more about how it
went viral. [ also asked them to select their favorite posts and to suggest participants for an
interview in a snowball sampling approach (Bogdan & Biklen, 2016). The other interviewees in
this category were two members of The Museum Wallas® (who were interviewed together), a
group in India that created a version of the challenge for Desi art, and Dr. Hannah Murphy, who

curated an exhibition of re-creations by one participant.

Eleven interviews were conducted with participants in the challenge from a range of
locations and backgrounds. The initial interviewees were identified from a list created using the
approach discussed previously. In choosing from the list of above-average users, I started with
those with the most posts and moved down it, selecting participants with relevant posts in
English from various backgrounds and locations. Selected participants were recruited via direct
message on Instagram. Each interviewee also suggested others in a snowball sampling approach
that allowed unique insights into the international community of practice that formed through
this challenge (Bogdan & Biklen, 2016; Lave & Wenger, 1991). In total, 19 participants were

invited to interview, and 11 interviews were completed (58% response rate). For two participants

® The two members of The Museum Wallas were interviewed together and wanted to be referred to
collectively under this banner, rather than by their individual names.
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who wanted to contribute but were more comfortable with written English, I provided them with
a fillable questionnaire with the interview questions, shown in Appendix D. This allowed them to
use Google Translate and have time to reflect on the questions. I conducted interviews on Zoom
and offered participants a $20 Amazon gift card (or equivalent, depending on the country) as a
thank you. The interviews lasted around 60 minutes. With the permission of all interview
participants, I recorded and transcribed all the interviews using a transcription service and
Otter.ai software. It’s important to note that all but two interviewees opted not to be anonymous

in the research outputs.

Using the semi-structured interview protocol in Appendix B, I asked participants to
reflect on their experience of the art re-creation challenge. I asked them to consider why they
chose to participate, how they selected the artworks they re-created, and their approaches to
doing the re-creations. I also asked them questions to develop a user profile that includes
information about their experiences in art museums and knowledge of art before participating in

the challenge.

The last source of qualitative data was generated by an essential part of the interview,
which asked all 16 participants to select their favorite posts from either their contributions to The
Museum Challenge or the content they observed. In the case of participants, I asked them to
reflect on how this particular re-creation came about and why this post was their favorite. For
museum staff, instigators, and curators of the challenge, I focused on why the chosen post was
their favorite and the connections and associations it brought up for them. This photo-elicitation
technique (Rose, 2016) was used by Villaespesa & Wowkowych (2020), Mills et al. (2018), Ahn
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et al. (2018), and others to understand how people view social media posts they make or observe.
For participants in TMC, I also pre-selected posts they made to ask them about in the interviews.
These were selected from the posts collected in 2020 based on the number of likes and
comments, the choice of artwork (i.e., uniqueness, complexity), and the props and people
included in the re-creation. This process was intended to help me understand how they
constructed meaning through re-creating. From the posts mentioned in the interview, I selected 2
to 3 posts, including images, to analyze qualitatively. I chose their favorite re-creation, one that
represented their identity or issues of representation, and one I had selected to discuss with them.

Sometimes only two posts were chosen because one image fit multiple criteria.

Limitations

A couple of limitations to this study emerged from the nature of the data and the
resources available to conduct the study. The first limitation is that the English language was
chosen for posts and interviews for practical reasons. The original challenge was bilingual
(English and Dutch), and the founder used English to spread it beyond the Netherlands. The
challenge also spread quickly internationally — my total sample of 81,086 posts includes data
from every continent. As a result, limiting the language to English cut out a lot of potentially
interesting data that would have connected to my research questions. However, due to the wide
range of languages used, including a fair representation of all languages would not have been
feasible, given the resources available for this dissertation. Future work on TMC should

investigate posts in different languages to better understand the global impact of the movement.

35



The second limitation is that only one image was collected per post. Anneloes Officier
created a model of posting the re-creation and the original image side by side. While many
participants followed this format, some posted their re-creations and the originals in a stack.
Since only the top image per post was included in the analysis, it meant that occasionally, one or
the other was not visible. Ultimately, this means that not all the posts in the samples have both

the re-creation and the original artwork for comparison purposes.

Analysis

While all three papers in this dissertation draw on the same data sources, the analyses and
applications of the data differ. The process for analysis is included in each of the individual

papers.
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Chapter III/Paper 1. Life Imitating Art’: Demonstrating Participation and

Engagement through Re-Creating Art on Social Media

Learning in art museums in the US and Europe was traditionally didactic, expecting
visitors to learn about the objects by quietly looking at them on the walls of austere white cubes
or Neoclassical-style buildings while reading labels written by experts (Bennett, 1995; Eisner &
Dobbs, 1988; Tapia, 2008). This “banking” method assumed visitors were empty vessels waiting
to receive the knowledge of experts (Bourdieu, 1984; Freire, 1993). Over time, museums
established social rules that required visitors to conform or be excluded, such as silence, no
touching of objects, and no expressive behavior (Bennett, 1995; Duncan, 1995). This approach
limited how visitors engaged with exhibition content that promoted dominant narratives and
often justified colonial practices by advocating for the cultural superiority of whites (Bennett,
1995; Coftee, 2008). Together, these structural actions created inequitable institutions that still
exclude people not enculturated to these spaces and are often mistrusted by communities of color

(Coftee, 2008; Duncan, 1995; Moore et al., 2022).

Museums — in general — continue to struggle to attract a demographically representative
audience. A 2020 survey by the cultural innovation research platform Culture Track found the
audiences of 653 participating cultural institutions in the US identified as 85% white (2020).

Comparing these results to the 2020 US Census demonstrates the inequity problem in museums:

7 This title is a variation on a line Oscar Wilde’s (1891): “Life imitates art far more than art imitates life.”
(Wilde, 1891).
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The US population is 60% white and non-Hispanic, 18.5% Hispanic or Latina/o, and 13.4%
Black or African American (U.S. Census Bureau, 2021). With white audiences overrepresented
by 25% and found to be more likely to visit art museums, change is needed to make museums
more equitable (Olivares & Piatak, 2021). Research has indicated that changing ~ow audiences
learn from and engage with art in the galleries by encouraging participation, developing
programs collaboratively with communities, and employing asset-based pedagogies can play a
crucial role in decolonizing narratives and promoting inclusion in art museums (Archer et al.,
2016; Berland et al., 2020; Falk et al., 2011; Falk & Dierking, 2018; Moore et al., 2022;
Weiland, 2015). These approaches democratize museums and their associated spaces (i.e.,
websites, social media) or — as the term is applied in this chapter — shift them from expert-led to
“polyvocal,” offering multiple non-expert perspectives, narratives, and interpretations (Taylor &

Gibson, 2017).

This chapter is a case study that investigates an example of an art-based participatory
social media project to understand how contributors engage with art through participation and
how this approach can democratize art interpretation. The context for this chapter is situated
within the shift by museum management over the last five decades away from the didactic and
expert-led models of pedagogy that often assume that the public has a deficit of knowledge and
understanding into more participatory models that encourage audiences to interact with exhibits
and contribute content (Falk & Dierking, 2018; Schiele, 2020; Simon, 2010, 2016; Tapia, 2008).
Most recently, this shift has led to an increase in exhibitions and educational programs that

democratize the stories told by extending visitors' and communities' agency through co-created
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projects, participatory and experiential exhibitions, community-contributed content, and inquiry-
based learning models. These alternative engagement models can create opportunities for visitors
to construct their learning by leveraging the personal, social, and physical experience (Falk et al.,
2011; Falk & Dierking, 2018). Digital technology has also provided more opportunities for
engagement and the promotion of inclusivity by opening opportunities for more voices to be
formally included within online spaces and on social media. Almost ubiquitous access to
smartphones has allowed visitors to take photos — particularly selfies — within art exhibits and
share them on social media, allowing for the individualized digital curation of their experiences
(Budge, 2017, 2018a, 2018b; Budge & Burness, 2018; Burness, 2016; Stylianou-Lambert, 2017;
Villaespesa & Wowkowych, 2020). These technological developments have played a key role in
beginning to democratize these spaces (Simon, 2016; Sitzia, 2018). While creating equitable and
inclusive museums is an ongoing — and endless — process, many institutions are now actively
embracing change by working to value and welcome more voices by offering varied engagement

methods (Shellman, 2019; Simon, 2016).

Of all the technological tools museum educators are exploring, social media provides a
particularly unique platform for individuals to share their relationships with art. This intensely
personal engagement, which can happen without any direct action by the art institution, can play
a vital role in democratizing art engagement with and without the support of institutions. One
fascinating demonstration of this trend — the focus of this study — happened during the first
global lockdown of the COVID-19 pandemic in March 2020, when images of people re-creating

artworks with materials found in and around their homes began appearing on social media
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platforms. From famous works like Johannes Vermeer’s Girl with a Pearl Earring (c. 1665) to
lesser-known works from community museums and galleries, these posts of people in their
homes dressed up as art went viral, bringing levity and human connection during a dark time
(Ebben & Bull, 2022; Nalewicki, 2020). While some museums offer props for visitors to pose
with artwork or social media campaigns to encourage visitors to pose next to artwork and post it
(e.g., #mettwinning, #musepose), the challenge considered in this study broke institutional
boundaries by enabling participants to select any artwork from anywhere. As a viral, global
challenge, it was a participatory activity, and, more importantly, it seemed to be a paradigm shift
in the power structures governing art engagement, emphasizing the importance of social media’s
role in democratizing art engagement to support equity and inclusion in art museums (Clerkin &
Taylor, 2021; Ebben & Bull, 2022). In this chapter, I use this pandemic-era social media
challenge to re-create art as a case study of global participatory art engagement to understand
how contributors participated and engaged, with the goal of providing insight into what
museums can learn from the success of this challenge. Therefore, | address the following
research question: What processes did contributors use to engage with works of art through

participation in a social media challenge to re-create art with household objects?

The pandemic-era movement to re-create art at home — which I refer to as The Museum
Challenge (TMC) because it relied on digitized museum collections — was started in the

Netherlands on a What’s App group chat by Anneloes Officier and her housemate.® Anneloes

8 Anneloes Officier’s housemate chose to be only anonymously involved in the challenge.
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posed as the subject of Johannes Vermeer’s Girl with a Pearl Earring (c. 1665), as pictured in
Figure 4. The re-creation was accomplished using a towel, a placemat, and a bulb of garlic that
filled in for the pearl earring (Goldstein, 2020; Waldorf & Stephan, 2020). Anneloes soon moved
the idea to Instagram with the hashtag #tussenkunstenquarantaine and days later added the
English translation #betweenartandquarantine. On Instagram, hashtags are an essential way that
users find and curate content because interested users can “follow” hashtags that interest them.
Anneloes set out the idea as a challenge with two main rules: (1) re-create works of art using
three household items and (2) do so without using picture-editing applications, such as
Photoshop. Within the first week of launching the Instagram hashtags associated with her
account, she had over 10,000 followers. International news coverage and some museums — The
Getty in Los Angeles, CA, USA,
and the Ashmolean Museum in
Oxford, UK — developed their
own hashtags, further
augmenting the spread of the
challenge (Clerkin & Taylor,
2021; Compton, 2020; Goldstein,
2020; Kelleher, 2020; Migdol,

2020; Nalewicki, 2020; “People

Recreate Famous Paintings with

o Figure 4: The first re-creation in The Museum Challenge
Household Items in Viral created by Anneloes Officier and her housemate
(Tussenkunstenquarantaine, 2020, March 14).

Challenge,” 2020; Waldorf &
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Stephan, 2020). By July 2020, there were over 129,000 posts to five of the many associated

hashtags.

As of this writing in the spring of 2024, four years after the start of the pandemic, the
trend for re-creating art, while much less popular, continues to have a strong presence online.
Importantly, some museums have embraced art re-creations as an engagement tool: The Met now
provides a guide to posing like a sculpture;’ the Museum of Fine Art in Boston encouraged
visitors to dress like the artworks in the recent Fashioned by Sargent exhibition (October 8, 2023
to January 15, 2024),'° and Mauritshuis in The Hague, the home of Vermeer’s Girl with a Pearl
Earring (c. 1665), hosted My Girl with a Pearl, an exhibition of re-creations of the painting

while the original was on tour in 2023.!!

TMC was a unique opportunity to virtually observe adults, children, and families
engaging in a participatory art activity on an international scale. As a researcher of art learning
and engagement, [ immediately recognized TMC as a powerful opportunity to study the
participatory and engagement practices of a diverse group of participants on a digital platform.
The number of participatory museum campaigns that emerged on social media during the
pandemic far exceeded what existed previously (Clerkin & Taylor, 2021). Merritt (2020)
wondered if the pandemic could be a trigger for new working models in museums. She discussed
how positive change isn’t always a likely result of disruption, which brings into question what

the impact of some of the positive engagement models that were born out of the pandemic has

9 https://www.metmuseum.org/art/online-features/metkids/videos/MetKids-How-to-Pose-Like-a-Sculpture
10 https://www.instagram.com/mfaboston/p/C2NKOUvsoCz/
1 https://www.mauritshuis.nl/en/what-s-on/exhibitions/exhibitions-from-the-past/my-girl-with-a-pearl/
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been, especially when, like the art re-creations, they were supported by people who were bored at
home. In this study, I examine how TMC contributors participated and engaged with the art they
were re-creating. My findings point to participants’ use of engagement tools like slow looking to
closely observe the artwork and embodied learning throughout the process of re-creating, leading
to final re-creations that offer new democratized interpretations of art for our times that brought
great joy to the contributors and the online community. This third chapter of my dissertation
contributes to studies of how social media can support participatory art engagement. The close
analysis of the process participants engaged in that is presented in this chapter also serves as a
basis for the subsequent chapters of this dissertation. In Chapter 4, I further explore how
participants represented their individual and group identities, and, in Chapter 5, I examine how
participants applied and expanded their funds of knowledge — the social, historical, cultural, and

linguistic practices embedded in visitors’ lives (Moll et al., 1992).

Literature Review

The literature considered in this review crosses disciplinary boundaries, including art
history, museum studies, the learning sciences, human-computer interaction, and education. The
range of literature I considered is partially due to the small amount of literature available on
participatory social media practices in art museums, and in part due to the multi-faceted nature of
TMC, which connects to several contexts. TMC connected to a long history of re-creating art,
was an example of audience participation in museums, and was a pandemic-era social media
phenomenon. 1 begin by presenting a brief overview of the history of re-creating works of art to

show that TMC is the latest iteration of a phenomenon that is a long-standing way of engaging
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with art. Second, I consider the participatory turn in museums and two essential engagement
practices relevant to the nature of TMC (Black, 2005, 2018; Simon, 2010). Third, I examine how
museum-related social media has been leveraged as a participatory tool (Budge, 2017, 2018b,
2018a; Budge & Burness, 2018; Villaespesa & Wowkowych, 2020); how museum social media
practices were altered and progressed by the abrupt closure caused by the pandemic (Agostino et
al., 2020, 2021; Feinstein, 2020; Wilson, 2020); and how other articles written on TMC have
considered contributor’s engagement practices (Dedema & Fichman, 2021; Ebben & Bull, 2022).
As indicated by the literature in this section, the success and reach of this challenge speak loudly

to social media as a democratizing tool to support art engagement.

A Brief History of Re-Creating Art

The concept of re-creating art that TMC leveraged overlaps with several different
accepted practices in art history, art education, and museums. Today, we are accustomed to
seeing high-resolution images of art in online museum collections and platforms like Google
Arts & Culture, but re-creation is an innate part of the history of art: copies of artworks have
taken different forms and have been made for many purposes, from training to forgeries dating
back to antiquity (Halverson & Sheridan, 2014; Katz, 2021). In the Renaissance (c. 1450-1650),
apprentices would study their master’s techniques by carefully rendering exact replicas in the
studio (Katz, 2021). Copies of artworks were also made to prevent them from being lost and to
circulate the artworks so more people could view them. Prior to high-resolution digital images,
these replicas took the form of etchings, wood-block prints, photographs, and hand-copied

paintings. In an article situating the re-creations made during COVID within art history, Katz
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(2021) noted how “[c]ounterfeiting, forging, replicating, imitating, re-creating, remaking, and
reincarnating” are phenomena that have occurred throughout the history of art but have different
purposes and connotations of “cultural value” (n.p.). Katz (2021) argued that there is an
important difference between the “COVID copy” and most forms of re-creation in the past:

Those made during the pandemic often placed the re-creator physically within the image.

The inclusion of the re-creator links the “COVID copies” to two other phenomena:
tableaux vivants (living pictures) and “selfies” or “self-representational social photography” in
museums (Burness, 2016, p. 105). As the far older of the two, tableau(x) vivant(s), or just
tableau(x), emerged during the European Enlightenment (c. 1650-1800) as a way of copying or
representing works of art, literary and theatrical works, and scenes from history (Katz, 2021). In
a tableau, people dress up like the characters and pose like them, creating a freeze frame of an
artwork, play, book, or historical scene. In a New York Times article on TMC, Kelleher (2020)
argued that tableaux were created for entertainment and educational purposes and that while the
practice never stopped, it reached its zenith at the end of the 19th century before photography
became commonplace. Today, tableaux are a common classroom activity and even feature in
events like the Pageant of the Master’s, a nightly performance of a series of fableaux at the

Festival of Arts in Laguna Beach, CA, that has been running since 1927.1

Mainnig (2021) argued that social media selfies have given a new life to tableaux, with
museums encouraging this kind of embodied engagement with art in the museum through

institutionally-led campaigns like #mettwinning at The Met and #musepose at the J. Paul Getty

12 https://www.foapom.com/pageant-of-the-masters/
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Museum. Some museums moved beyond just a pose and encouraged visitors to make elaborate
tableaux as an engagement activity, providing costumes next to a painting to dress up and pose.
The National Museum of Art, Architecture and Design, Norway, found that asking visitors to
dress up, pose, and take a photo next to the original painting increased the length of visits
considerably as visitors took time to ensure that they posed exactly like the artwork, in this case,
one of Edvard Munch’s photographs (Pierroux et al., 2014). Using interaction analysis, Pierroux
and colleagues found that through posing, visitors participated in an active learning process with
“cycles of talk, movement, comparison, focus, and adjustment” (Pierroux et al., 2014, n.p.).
Mainnig (2021) and Katz (2021) both argued that TMC encouraged the making and sharing of

tableaux on social media.

In an early thought-piece on TMC, Kidd (2020) briefly considered the pandemic-era art
re-creations in the context of selfies in the museum. Selfies were initially discouraged by
museums, who often viewed visitors participating in this trend “...as narcissistic, faddy, and all
the more troublesome because it spoke to [museums’] concerns about the behaviours of ‘the
young’” (Kidd, 2020, p. 57). But since the advent of selfie-supporting social media in the early
2010s, museums have come to accept this activity and, in some cases, even embrace it. Selfies in
museums can be powerful engagement tools offering ways for visitors to tell their stories, ask
questions, and offer new interpretations. Burness (2016) viewed selfies as opportunities for

“...visitors [to] perform their sense of self using museum objects” (p. 105). Kidd (2020)

considered the re-creations seen in TMC as selfies that ““...inspired empathy, play, creativity, and
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curiosity” (Kidd, 2020, p. 56). My study delves into Kidd’s (2020) early observation, considering

the engagement processes for these playful, creative self-representational re-creations.

Whether self-representational images inspired by museum collection objects are called
selfies, tableaux, or re-creations, all variations are valuable engagement tools and demonstrate
visitors “posing as an embodied and performative act of art interpretation” (Pierroux et al., 2014,
n.p.). They provide museum visitors with opportunities to show themselves experiencing the
museum and to gain a sense of ownership of the experience (Budge & Burness, 2018; Stylianou-
Lambert, 2017). While connected to a long tradition of re-creating art for various reasons, the
relatively recent rise of smartphone and social media technology has offered new types of re-
creation possibilities. Due to the relatively recent emergence of the technology and the sudden
cultural shift caused by the COVID-19 pandemic, there have been few studies in this area. In this

chapter, I explore the engagement opportunities this new type of digital re-creation supports.

Slow Looking: A Tool for Re-creating Art

I hypothesize that the process of re-creating artwork — whether by striking a quick pose or
creating a detailed tableau — starts with what Harvard art learning researcher Tishman (2018)
called slow looking or “taking the time to carefully observe more than meets the eye at first
glance” (2018, p. 2). However, Tishman’s (2018) definition of slow looking expands beyond
observing just using our eyes. She applies the term to encompass using any of our senses to
observe and learn about the complexities in the world around us. Tishman (2018) argued that by

taking time to carefully observe an artwork or object, viewers can build their own interpretations
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of the information. This approach, therefore, enables visitors to construct their own
understanding of an artwork without solely relying on the interpretations of experts. This kind of
close observation takes time and can be aided by an observational strategy or protocol to guide

and focus the mind.

Many academic traditions have created strategies to aid observation. These can range
from rigid categories to sets of open-ended questions. For instance, the Thinking Routines
created by Harvard Project Zero,'* which ask questions like “What do you see?”” and “What do
you think about what you see?”, help the viewer process and develop their thinking around an
image or object. To re-create an artwork, the participant must engage with slow looking: They
must understand the composition, the poses of the figures, the angle of the light, the colors, and
the objects in the painting. I hypothesize that participants in TMC had to learn to observe an

artwork closely to select and re-create it.

The Move to Participatory Practices in Museums

This study considers data from a challenge in which participants actively created content
based on museum collections and shared it on social media. In museums, this type of interaction
is generally referred to as a participatory practice or participation. This section considers how
such practices emerged, why, and what they look like. The concept of participation first emerged
in the political arena of the 1960s and 1970s. In this context, ... ‘participation’ was seen as a

founding principle of modern democracy, concerned with empowering people through their

13 https://pz.harvard.edu/thinking-routines
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inclusion in the political decision-making process” (Black, 2018; Carpentier, 2012, p. 14 as cited
in Black, 2018). In the UK in the 1990s, the term became associated with a political agenda for
social inclusion, which considerably influenced museums (Black, 2005, 2018). “Participation”
has also been used to describe the impact of emerging technology on society, as we leave trails
of likes, shares, and posts as evidence of our involvement (Black, 2018). Participation has
become a popular focus in museums, who rely on its double definition as a more democratic
approach and an opportunity for active engagement. Championed by Simon (2010), Black (2005;
2018), and others, participation is a shift from the more didactic learning experience generally
provided by museums to one that invites visitors to contribute content, interact with exhibits, and

often share authority with the institution via the co-creation of content (Duclos-Orsello, 2015).

As a learning design, participation is very much connected to Hein’s (1991; 1998) call for
using Constructivist learning principles in museums, in which visitors actively build on their pre-
existing knowledge through self-directed learning opportunities. Constructivism posits that
learners actively build knowledge based on their own experiences and cognitively connect new
information to pre-existing knowledge. Therefore, learning is an active process based on our
ability to make meaning both from and with our knowledge, social contexts, experiences, and
relationships. Learners must be motivated, have some previous knowledge, and have time to
forge connections (Dewey, 1938; Greeno et al., 1996; Hein, 1991; Resnick, 1987; Vygotsky,

1978).

How visitors behave and learn in a traditional art museum experience is rarely driven by
Constructivist learning principles but rather by what Eisner and Dobbs (1988) called “silent

49



pedagogy.” The authors argued that a traditional art museum experience — looking at art on the
walls and reading labels — consists of a series of discrete cues to how the visitor should behave
(quietly) and learn (as “empty vessels”) from the exhibition material (Eisner & Dobbs, 1988;
Freire, 1993). Since Eisner and Dobbs’ (1988) paper was published, Hein (1998), Black (2005;
2018), and Simon (2010) were at the vanguard of encouraging museums to promote participation
as an engagement tool. While Eisner and Dobb’s (1988) argument often still holds true for many
art museum visitors, who are generally expected to defer to the expert-led museum voice rather
than contributing or even acknowledging individual ontologies, audience participation in art
museums is becoming more prevalent. Today, it is becoming standard practice to offer physical
spaces for audiences to respond to prompts at the end of exhibitions, games, digital interactives,
opportunities for play and creative activities, exhibitions that rely on visitor contributions, and
co-created community projects (Berland et al., 2020; Simon, 2010). Since TMC was a large-
scale, global participatory art activity, this is a rare study of a phenomenon that crossed
institutional boundaries to examine learner-led participatory practices across multiple museum

collections.

Embodied Learning as a Participatory Strategy

There are a multitude of participatory strategies available to produce different learning
outcomes. Here, I particularly focus on participatory learning opportunities that promote
embodied learning — learning with and through the body and the senses — an approach that has
been found to support collaboration, promote problem-solving, increase empathy, and,
ultimately, shift the power dynamic to increase visitor agency and curiosity (Berland et al., 2020;
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Bevan et al., 2014; Garner & Rossmanith, 2021; Ward, 2022). I chose embodied learning over
other approaches due to the physical act of creating and the placement of the creator in the re-

creation, both of which were essential to TMC (Kidd, 2020).

Embodied designs ground learning in “somatic, kinesthetic, and imagistic” ways,
providing “[i]nteractive tasks [that] steer learners to discover, refine, and practice physical action
schemes that solve local problems” and often contribute to the development of specific content
(Abrahamson & Lindgren, 2014, p. 11). Due to art creation's somatic, kinesthetic, and imagistic
nature, art museums and galleries are recognized as ripe environments to promote this kind of
learning (Abrahamson & Lindgren, 2014; Costandius et al., 2020). As originally promoted by the
educator and theorist John Dewey (1934), art has incredible potential to offer learning as an
experience. Two commonly used embodied learning designs are games and other opportunities
that promote play. These process-led opportunities for participation have particularly been
studied in science museums, where they promote problem-solving and collaboration between
visitors who are often strangers and spark joy as visitors learn and overcome challenges together
(Berland et al., 2020; Bevan et al., 2014). Garner and Rossmanith (2021) described how the
museums where they worked leveraged participatory theatre and exhibition co-creation to help
visitors form emotional connections to the experiences of others and to support changes in
“behavior outside the walls of the museum,” thereby affecting visitors’ sense of responsibility
about the future (p. 48). Ward (2022) found that fun and entertainment were powerful learning
tools for visitors to participatory art exhibits (in which the artists created opportunities for

visitors to play with the artwork). She found that these exhibitions can inspire new forms of
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creativity, forge connections between “disparate” groups of people, and create opportunities for

visitor agency to enjoy and interpret art (Ward, 2022, p. 371).

In a series of activities where visitors made artwork and had photos of it represented in
the galleries, a study at the Indianapolis Museum of Art found that not only did the embodied
activities spark creativity, but visitors and observers alike enjoyed seeing audience-contributed
work in the museum spaces (Filippini Fantoni et al., 2014). Visitors were able to draw
connections between themselves and the artists and reflect elements of the original work in their
own creations (Filippini Fantoni et al., 2014). In a study of artmaking as a tool to support the
decolonization of a university campus in South Africa, Costandius, Brand, and de Villiers (2020)
found that the nature of visual art and theatre processes meant that participants were able to

express new and unexpected ideas and knowledge through the act of physically creating art.

While the literature from the Learning Sciences focused more on embodied learning’s
ability to help learners understand specific concepts, much of the research in the arts context was
open-ended rather than concept-led (Abrahamson & Lindgren, 2014; Berland et al., 2020; Bevan
et al., 2014; Costandius et al., 2020; Filippini Fantoni et al., 2014). These studies suggest that
embodied learning processes, like those used in TMC, can support the creation of new
knowledge, promote engagement with art, spark joy, build empathy, and often change how
visitors and communities perceive the institution (Berland et al., 2020; Bevan et al., 2014;
Costandius et al., 2020; Filippini Fantoni et al., 2014; Garner & Rossmanith, 2021; Ward, 2022).

With so few studies on embodied learning processes in the arts, particularly with art-based social
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media, [ aim to contribute to how a participatory art-based social media challenge supported

embodied learning processes to understand formal art concepts and develop artmaking skills.

Social Media in Museums

Since TMC was a social media challenge that relied on digitized museum collections, it is
important to consider where it sits within the genre of museum social media. Since public
museums first emerged in the West, their spaces have been designed to act as a kind of quality
control led by expert voices (Bennett, 1995; Wong, 2011). However, with 72.2% of the US
population owning smartphones in 2020 when the data for this study were collected (O’Dea,
2020), it is inevitable that visitors will post museum content on social media and add their
perspectives (Agostino et al., 2020). The two-way nature of social media and mobile
technologies has fundamentally changed how institutions interact with their audiences, creating
opportunities for dialogue and user-generated content that traditional expert-led communications
do not allow (Fisher & Adair, 2011; Gurian, 2010; Kelly, 2013). Chat features, the
personalization of collections, and social media offer opportunities for sharing authority (Simon,
2010). In this way, museums can become more inclusive and democratic by “...acknowledg[ing]
and incorporat[ing] the knowledge of audiences into practice” (Wong, 2012, p. 281). While the
affordances of online platforms mean institutional authority is easy to question (Wong, 2011;
2012), these platforms can replicate the same white-dominant power structures as museums
(Khadraoui, 2019). Since TMC was not started by museums but encouraged by them, Ebben and
Bull (2022) argued that this challenge was an example of audiences taking the lead, telling
museums what kind of content they wanted and what was relevant to them. This study explores
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the role TMC played in democratizing the interpretation of museum collection objects through

participatory social media.

Recent studies have revealed that audiences use social media to curate and share museum
content they view as relevant to their interests and identities, what Shapiro and Hall (2018)
termed “personal curation.” In a series of case studies on Instagram use in an exhibition, the
findings point to visitors using the platform to document their visits and highlight specific
objects that were relevant to their backgrounds and identities to persuade friends and family to
visit the exhibition (Budge, 2017; Budge & Burness, 2018; Villaespesa & Wowkowych, 2020).
In this way, Instagram is an important engagement tool as selecting what to share enables a
reflective process that is a form of sense-making (Budge, 2018a; Budge & Burness, 2018;
Shapiro & Hall, 2018). In addition, in a study of Instagram use in the Immersion Room at the
Cooper Hewitt, Smithsonian Design Museum in New Y ork, Budge (2018b) found that the
immersive experience combined with social media use “offer[ed] a moment to play with and
subtlety reconstruct the self with place being a significant contextual frame for this activity”
(Budge, 2018b, p. 135). These studies show that, even before the pandemic, visitors were using
social media as a participatory tool to share what is relevant to individual identities, reflect on
their museum experiences, and create playful, participatory learning opportunities (Budge, 2017,
2018b, 2018a; Budge & Burness, 2018; Shapiro & Hall, 2018; Villaespesa & Wowkowych,
2020). However, with only a few studies on visitor engagement practices through social media,
this chapter aims to build on this body of literature by understanding the engagement processes

participants employ when creating content for participatory social media campaigns.
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Museum Social Media During the COVID-19 Pandemic

The challenge to re-create art emerged as part of a body of social media campaigns that
encouraged users to make and share art while stuck at home during the lockdown periods of the
COVID-19 pandemic. With many museums closed due to the pandemic in 2020 and 2021, for
the first time, online technology was the sole means to engage with museums, forcing a quick
transition to the use of digital platforms (Agostino et al., 2021; Clerkin & Taylor, 2021; Dawson,
2020; Feinstein, 2020). To offer online exhibitions and events quickly, museums leveraged any
existing digital content, and used social media and other pre-existing platforms, like Zoom, to
deliver virtual content (Agostino et al., 2021; Clerkin & Taylor, 2021; Wilson, 2020). With
museum staff working from home and experiencing the stresses of lockdown like everyone else,
museum social media became increasingly relaxed in tone, often offering a reprieve and
humorous breaks from the stress and monotony of lockdown conditions (Victoria Martinez,

Social Media Producer at The Met, personal communication).

While in the past, there have been cross-museum social media campaigns in which
institutions post themed content to specific hashtags, like #museummomentofzen and #caturday,
the pandemic brought a proliferation of these campaigns and a considerable increase in the level
of audience engagement online (Clerkin & Taylor, 2021; Dawson, 2020). Also, challenges, like
the one in this study, offered invitations for followers to make art in response to a prompt and
share it on social media, creating opportunities for participants to share authority with museums
(Clerkin & Taylor, 2021). Of these challenges, TMC was amongst the most prescient, striking

global relevance with artists, families, people in care homes, teachers, and school children
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(Adams, 2020; Bishara, 2020; Compton, 2020; Goldstein, 2020; James, n.d.; Kelleher, 2020;
Migdol, 2020; Nalewicki, 2020; “People Recreate Famous Paintings with Household Items in
Viral Challenge,” 2020; Singh-Kurtz, 2020; Waldorf & Stephan, 2020). In fact, it was so popular
and the quality of the contributions so high, that The Getty Museum published a selection of the
re-creations in the book, Off the Walls: Inspired Re-creations of Iconic Artwork (Barth et al.,

2020; Stephan & Waldorf, 2020).

The Challenge to Re-create Art

In 2011, Russo suggested that a single subject with a global reach could “...demonstrat[e]
how museums can reposition themselves as initiators and brokers of online cultural exchange”
(p. 331). Russo’s (2011) advice proved prophetic during the pandemic, which created a shared
experience that brought global connections. Four years after it started, several studies have been
published considering how TMC added contemporary lived experience to art interpretation,
forged a creative community of practice, and offered opportunities for all participants but
“...particularly those from historically marginalized groups...to reimagine and reclaim their own
(re)presentations through digital art recreation” (Dedema & Fichman, 2021; Ebben & Bull, 2022,
p. 20). While Dedema and Fichman (2021) focused on how TMC created a community of
practice, one of Ebben and Bull’s (2022) findings particularly overlaps with the concepts

identified in this chapter, so I focus on that finding here.

Ebben and Bull (2022) applied “an interpretive analytical approach” on posts and
hashtags observed from March 2020 to November 2021 to #gettymuseumchallenge (p. 7). While

there are not many details provided on their methods, one of their key findings indicated that
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participants in TMC re-interpreted artworks to represent the circumstances and everyday
experiences of life during the COVID-19 lockdowns. These reinterpretations situate everyday
life as a “site of creative activity” (Ebben & Bull, 2022, p. 11) and apply new and “polyvocal”
(p. 12) meanings to art that is often hundreds of years old, acting as a document of the lived
experiences of the pandemic through objects (i.e., masks, hand sanitizer, toilet paper) and
situations (i.e., working from home, homeschooling, and social distancing). Like in this study,
participants’ use of props played a significant role in their analysis. It is the props that reveal the
unique aspects of life in lockdown, from toilet paper to sourdough bread to masks to social
distancing. Ebben and Bull (2022) point out that many of the re-creations reduced the original
artwork to its “core components,” acting as a metaphor for life in lockdown, which equally
“stripped” the lives of millions of people down to the basics (p. 11). While Ebben and Bull
(2022) offered an observational analysis of the key themes and posting trends from TMC, my
study contributes semi-structured qualitative interviews to this space to analyze participants'
perspectives, processes, and experiences behind the scenes. The goal of my research is to gain a
deeper understanding of the types of engagement made possible with participatory social media.

To fulfill this goal, there is a need to delve deeper into the lives and experiences of participants.

As art museums create more participatory experiences, it is important to understand what
it means for visitor engagement so that learning designs in museums can appropriately support it.
The literature I explored in this section discussed re-creation as a phenomenon in art history,

looking specifically at tableaux vivants. Since re-creating art is a participatory activity, |

57



discussed the shift to participatory practices and honed in on how the act of slow looking enables
the close observation of art and how embodied learning with art promotes empathy, problem-
solving, collaboration, and offers opportunities to form new knowledge (Berland et al., 2020;
Bevan et al., 2014; Costandius et al., 2020; Filippini Fantoni et al., 2014; Garner & Rossmanith,
2021; Ward, 2022). Since TMC was a social media trend, I considered the literature on how
visitors have leverage social media and mobile devices as participatory tools to aid their
experiences (Budge, 2017, 2018b, 2018a; Budge & Burness, 2018; Villaespesa & Wowkowych,
2020), and how museums used social media as a tool for audience engagement while they were
closed due to the pandemic (Agostino et al., 2021; Dawson, 2020; Feinstein, 2020; Wilson,
2020). Finally, I considered another study on TMC, which found it supported the
democratization of art interpretation and created opportunities for identity representation.
Overall, the trends reveal social media is a tool that enables audience agency in art museums.
Since using social media as a way to share authority and offer audiences a way to actively
participate with the institution has been so supported by literature, it is important to understand
the participatory engagement practices that occur with this kind of audience engagement.
However, the existing literature has only begun to explore how social media can be used as a
participatory platform for audiences to engage with art museum collections. As with the existing
literature on TMC, the major gap is in how participants engage and what that means for

museums — a gap this study seeks to address.
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Methods

I employed a multiple-methods approach to address the research question: What
processes did contributors use to engage with works of art through participation in a social
media challenge to re-create art with household objects? 1 used qualitative and quantitative
methods due to the quantity of data available and the rich nature of participants’ contributions.
Using both methods enabled me to capture the scope of TMC and understand the nuances of
individual experiences. Quantitatively, I analyzed 81,086 Instagram posts from five hashtags
associated with TMC. Qualitatively, I analyzed two samples of 100 posts and 16 interviews with
staff from a host museum, independent individuals who instigated the challenge online, and
participants. In addition, I analyzed a sample of the posts mentioned by participants in the
interviews. In the sections below, I discuss the processes used for collecting the data, the ethics

of collecting social media data, and how I analyzed the data.

Data Collection

Using a custom Python script, I collected publicly available Instagram posts made
between the launch of #tussenkunstenquarantaine at the beginning of the global lockdown in
mid-March 2020 and early July 2020, resulting in 129,494 posts. This period represented the
height of the first global lockdowns due to COVID-19 and, as such, the highest concentration of
posts made to the challenge by users around the globe. The Python script targeted five of the
primary hashtags associated with the challenge: #tussenkunstenquarantaine,
#betweenartandquarantine, #gettymuseumchallenge, #gettychallenge, and #mettwinning. The

first two hashtags, #tussenkunstenquarantaine and the English version
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#betweenartandquarantine, were created by Anneloes Officier, who, as explained earlier, started
the challenge from her home in Amsterdam. The three other hashtags were added shortly
afterward by The J. Paul Getty Museum (The Getty), Los Angeles, and The Metropolitan
Museum of Art (The Met), New York, who encouraged their social media followers to
participate. According to The Met’s Social Media Manager, Claire Lanier, #mettwinning existed
before March 2020 (personal communication, October 18, 2020). However, I included it in the
study because The Met adapted its use to promote the art re-creation challenge. While other
hashtags were created as the challenge spread worldwide, I focused on these five hashtags since
they emerged within the first week of the challenge and were amongst the most popular English-

language hashtags in use.

The 129,494 posts were cleaned and sampled in a four-step process to create smaller
samples for qualitative analysis. First, I processed the post data to remove duplicates resulting in
81,086 posts. Second, I sampled the 81,086 posts to collect the most commented-on posts for
each unique username, resulting in 37,001. I sampled the most commented-on posts because the
number of comments is a common method of measuring engagement in museum social media
campaigns (Claire Lanier, personal communication, October 18, 2020). Third, I filtered the
37,001 posts for non-English posts using Google Sheets’ language identifier and then double-
checked by hand, resulting in 17,525 English posts. Finally, the remaining posts represented a
range of users, from those who only contributed one post to those who had contributed high
numbers. To allow for the facts that there may be differences in how these participants engaged

and there were considerably more single posts, I sorted these 17,525 posts into three categories:
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A) users who had made one post during the data collection period, B) those who had made 2-10

posts, and C) those who had made 11 or more posts.

Next, I used these three categories to compose sets of 100 posts for qualitative analysis.
To ensure that each category was proportionally represented in these samples, the percentage of
each to the total was calculated. Since 75% (13,144) represented users with 1 post, 75 were
sampled. Since 23% (4,031) represented users with 2-10 posts, 23 were sampled, and since 2%
(350) came from users with 11 or more posts, only 2 were sampled. After two sets of 100 posts
were sampled, saturation was verified by a second coder, as discussed in further detail in the

Data Analysis section, since no new themes emerged (Creswell, 2002; Hennink et al., 2017).

The second set of qualitative data comes from 16 interviews collected between October
2020 and June 2022 with staff from hosting museums (2), independent individuals who
instigated the challenge online or curated content from TMC (3), and participants (11). The staff
interviews were conducted with two members of The Met’s social media team. Other museums
who promoted the challenge on their social media accounts or hosted related exhibitions were
invited to participate, but either did not respond or could not participate. Two interviews were
conducted with Anneloes Officier, who started the first hashtag associated with the challenge,
and The Museum Wallas, who created a version of the challenge in India.'* A third interview
was conducted with the curator of an exhibition of art re-creations. Eleven interviews were
conducted with participants in the art re-creation challenge. These were one hour long and

conducted via Zoom in English with users in the United States, Europe, the Middle East, Africa,

14 There were four Museum Wallas. I spoke with two of them together.
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and Asia. I selected the initial participants for interview by looking for users in my sample who
had contributed more than the average number of posts (26) because, due to their high level of
interest in TMC, they had developed re-creation practices that would allow me to understand
their process and how they engaged with the original artworks. In a snowball sampling approach,
each participant was asked to suggest others who might be interested in participating (Bogdan &
Biklen, 2016). Some of the suggested participants had contributed fewer posts, with one only

contributing two posts.

Using semi-structured interview protocols tailored to the different types of participants —
see Appendices A-D — I asked all interview participants to reflect on their participation or role in
the art re-creation challenge. I asked them to consider why they chose to participate, how they
selected the artworks they re-created or posted on Instagram, and their strategies in either
curating or re-creating. One key part of the interview was asking participants to select a favorite
post. This technique of photo-elicitation (Rose, 2016) has been used by Villaespesa &
Wowkowych (2020), Mills et al. (2018, 2019), Ahn et al. (2018) and others in the study of social
media posts to understand users’ goals and priorities in posting. I also pre-selected posts to ask
about in the interviews. These were selected from the posts collected in 2020 based on the
number of likes and comments, the participants’ choice of artwork to re-create (i.e., uniqueness,
complexity), and the props and collaborators included in the re-creation. It’s important to note
that, unlike the posts from the samples, I included the comments in the data collection of the
posts discussed in the interviews, providing a valuable resource to objectively understand how

followers engaged with posts. Two interviews were conducted in writing via an electronic
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questionnaire, see Appendix D. This was done for access reasons as two contributors to TMC
were keen to participate in my study but were more comfortable with written English. All verbal
interviews were recorded and transcribed. All interviews were coded in Nvivo. All participants

were given the option to receive a $20 or equivalent Amazon gift card.

Ethics

The ethics of conducting research using publicly available social media data was
important to consider in collecting my data from Instagram. Some common ethical concerns
emerged while conducting this study, including the following: 1) since this was a large data set
in the public domain, I was not able to seek informed consent from all individuals whose posts
were included; 2) it is difficult to keep data anonymous since quotes and images are searchable
there is a high risk participants could be identified; 3) there were vulnerable participants involved
including children and people with disabilities; 4) this study was conducted in a vibrant online
community which I did not want to disrupt by contributing myself through making re-creations
or commenting; 5) I did not want to be seen as judging participants or their re-creations (Shilton

& Sayles, 2016; Vitak et al., 2016).

While there is no single agreed-upon method for mitigating the risks associated with
collecting data from social media, there are some approaches often used by researchers that |
have applied to this study (Buck & Ralston, 2021; Gilbert et al., 2021; Shilton & Sayles, 2016;
Vitak et al., 2016). To mitigate these issues, I did not participate in the art re-creation challenges;
therefore, I did not influence the community and at the time of data collection was not a follower

of any individual involved but only general hashtags or institutions. Since I had informed
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consent for the interviews, I handled the interview data differently from the Instagram data. The
data sourced from Instagram was aggregated and presented anonymously, especially since many
of these images are recognizable portraits of individuals included in the study. Also, as Ebben
and Bull (2022) found in their study of this challenge, since participants are mostly re-creating
art from their homes, intimate views of their homes, families, and belongings are presented.
Since quotes and images from social media posts are easily searchable (Shilton & Sayles, 2016),
no direct quotes or images have been used from the downloaded data. For the interviews,
contributors’ data is presented as requested, mostly with their Instagram usernames. If results

reflect negatively on the participant, this data is presented anonymously.

Data Analysis

First, the deduplicated data set of 81,086 posts was analyzed using descriptive statistics to
understand the geographic spread and the number of unique users. Next, the interviews and the
posts discussed in the interviews were coded using an approach grounded in content analysis to
find themes associated with my research question (Rose, 2016). This approach has also been
taken by other researchers working with museum-related social media content (Budge, 2018b;
Villaespesa & Wowkowych, 2020). With such a wide range of qualitative data types (i.e. images,
Instagram post text, interviews), taking a conceptual approach to content analysis allowed me to
examine the emergence of themes across the different data sources. To bind my analysis to my
research question, I first created the pre-defined or deductive codes in Table 3. I created these
codes to understand the participatory practices used throughout the process of re-creating and

what they learned from the process. The data was then inductively coded for sub-themes,
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allowing for nuances to emerge within the themes (Bogdan & Biklen, 2016) as seen in the right

column of Table 3. After the first round of coding was completed, I recoded the data using the

codes that had emerged during the first round to ensure codes were used consistently across all

data three qualitative data sources.

Table 3: Deductive and inductive codes

Deductive Codes

Inductive Codes

Process Codes

Image Selection

Inspiration or connection

Used non-museum online source
Used a particular museum collection
Ability to re-create

Use of museum supports

Created database

Particular feature or style
Favorite artwork

Based on posting trends

Used contemporary artist
Connected to curriculum

Used work seen in museums
Avoided posting trends

Used books

Associated with friends or family
Challenging

Doppelgangers

Re-creating process

Photoshop

Museum encouragement

Multiple Iterations

Like professional practice

Role playing

Quick — little planning
Collaborated with pets

Humor important

Long — planned over time

Made props

Collaborated with others in person
Support from in-person community
Use of props

Reason for re-creating

Humorous
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Told about challenge

Challenged to take part

Lockdown school project

Personal inspiration

Re-created before knowing about challenge
Saw a post

Needed lockdown activity

Supporting well-being

It’s fun

Peer interactions

Didn’t feel like a member of the community
Challenging each other

Negative interactions

Suggesting artwork

Collaborations

Sharing ideas and techniques

Learning from each other

Long-term friendships

Finding each other online

Supporting and encouraging

Signs of the times

Coping with boredom

Symbols of the times

Finding joy

Referencing politics or events

Seeking community or human connection
Humor as a coping mechanism
Referencing lockdown, emotions, etc.

Learning Codes

Changing perceptions
of art

Challenging museums

Goes to museums now

New appreciations for visual art
Adapts art for our times

Makes art accessible

Offers multiple interpretations

Favorites

Had fun making it

Successfully communicated something
Connected to the times

Humor

Public response

Because it turned out well

Most connection to it

Representation of identity

Found a creative solution or was challenging

Learning & gains

Self-awareness
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e  Views art differently
e Empathy for human experience
Slow looking

Soft skills Developed art skills

Expanded knowledge of art
Problem solving

Developed re-creations to a practice

Stretching or supporting creativity

The post samples were treated slightly differently than the interview data. The post
samples were deductively and inductively analyzed for code saturation (Hennink et al., 2017).
The concept of saturation is part of Glaser and Strauss’ (1967) work on grounded theory. It
describes “...the point in data collection when no additional issues or insights emerge from data
and all relevant conceptual categories have been identified, explored, and exhausted” (Hennink
etal., 2017, p. 592). To achieve saturation, I took two random samples of 100 through the
process described earlier, including images, and qualitatively coded them. Since no new codes
were added to the second sample, saturation was achieved. This process was verified by a second

coder who coded 10% of each sample and agreed that saturation had been achieved.

At this stage, 10% of my interview data was also coded independently and any
discrepancies were discussed until a consensus was reached. I then undertook a second round to
verify the use of codes according to guidelines agreed with the independent coder. Once coding
was complete, I compared the results from the different data sets to see if there were differences

in what participants shared in the posts versus the interviews.

I wrote analytic memos for each emerging inductive theme, combining the data across the
three qualitative sources (i.e., the samples, interviews), but noting where one data source

contributed more significantly than the others. For each of the deductive codes in the left column
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of Table 3, I wrote a secondary memo that combined the strongest themes emerging from the
inductive codes in the right column. Strength was determined by frequency and the ability to
identify a trend; however, significant anomalies were also noted. The final memos revealed the
trends in the stages of the re-creation process. However, to target the research question, /n what
ways did contributors engage with works of art through participation in a social media
challenge to re-create art with household objects?, 1 conducted an axial coding process, drawing
connections across the code categories in the memos, as seen in Figure 5 (Corbin & Strauss,
1990; Vollstedt & Rezat, 2019). This process resulted in the four key themes that were used to
structure the Findings section: slow looking, embodied learning, interpreting art through re-

creating, and finding and generating joy.

Figure 5: Diagram showing the axial coding process.
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Findings

The findings from this study show that contributors to The Museum Challenge used
participatory engagement with art through slow looking and embodied learning processes.
Through these practices, they interpreted art by offering their versions and, in the process, found
and generated joy for themselves and their followers. The findings of this study are presented in
five parts that blend, where relevant, the qualitative and quantitative data. The first section draws
solely on the quantitative data to provide an overview of the scope and engagement levels in
TMC. The second section addresses how participants developed slow-looking practices to select
works of art. The third part examines how participants engaged in embodied learning processes
while physically re-creating their chosen works of art, developing their creative problem solving
skills and understandings of art-related concepts. The fourth part looks at how re-creating was an
interpretive process. Finally, the fifth part examines how the art re-creating process and the re-
creations themselves brought and generated joy for participants and followers during a difficult

time, creating an empathetic and safe environment.

As was discussed in the Ethics section, quotes and images from the post samples have not
been included because it is easy to identify users. Instead, examples from the post samples are
aggregated or made generic, so specific quotes or images cannot be attributed to individuals. The
images included are re-creations made my those who were interviewed. While not all the codes
allowed for equal representation of the post and interview data, I have presented what was

learned from each data source where possible.

69



Overview

To take part in this challenge, participants had to complete a multi-part process: 1)
deciding to participate, 2) choosing an artwork, 3) re-creating it, and 4) sharing it and engaging
with the community on social media. Statistically, the level of posting during the data collection
period (March to July 2020) is significant. Out of 81,086 unique posts, there were 37,017 unique
usernames, with users contributing a median of 3 posts, demonstrating that participants often re-
created more than one artwork. While only 30% of posts included a location, over 128 countries
(plus Antarctica) were indicated, as seen in Figure 6. Given the backdrop of the COVID-19
pandemic, it is not surprising that a major reason people participated was because re-creating
was an activity they could easily do from home, and the affordances of social media allowed the

TMC to easily spread to even remote locations like the McMurdo Station in Antarctica.

Figure 6: In the collected data, participants contributed from 128 countries and Antarctica (not
pictured).

[l Locations included in post
dataset

Created with mapchartnet
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Slow Looking

Selecting an artwork to re-create was an essential part of contributing to TMC. My
findings suggest that the process for re-creating prompted participants to engage with slow
looking as an essential part of selecting an artwork. As grounded in Tishman’s (2018) work,
slow looking is an observation technique that helps viewers process what they see. It can be
guided by open-ended questions, observation guides, or a viewer’s own strategies to process
visual information. Harvard’s Project Zero creates research-based routines that act as slow-
looking guides. Slow looking was essential to TMC in helping participants select artwork to re-
create and became an observational guide for them to view an artwork through as they
considered whether they could re-create it. From the very beginning, slow looking was
embedded as an essential part of TMC. Anneloes, TMC’s founder, felt that the visual nature of
the challenge meant that participants just knew what to do: “You don’t need any art knowledge,
you just need some stuff from your home and just internet to look up something that you really
like.” The key part is that TMC worked well because participants only had to look closely to

figure out the details in the artwork and how they could represent it from their homes.

While most visitors spend on average only 10 to 30 seconds looking at artwork in
museums (Rosenbloom, 2014; Smith et al., 2016), one interviewee explained that the TMC re-

creation process encouraged time spent looking:

So, if you go to an art gallery, because there's so many works on display, something
might catch your eye, and you might stand in front of it for slightly longer, but because of

limited time, you tend to go quite quickly. After you get a sense of something, you carry
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on. When we were trying to replicate it, maybe you really have to look closely. We

looked at all the little details. And that was such a luxury. It was wonderful.

To re-create a work of art, participants in the challenge had to look closely to identify how things
around their houses might be used to represent the objects and clothing and how they and any
collaborators might portray the figures. This act of slow looking required participants, often for
the first time, to look at an artwork carefully. As historian Dr. Hannah Murphy said, “[I]t just

invited people to look really closely, which I really enjoyed.”

In choosing artwork, it was clear that being able to re-create it with things you had to
hand was a significant factor. A few interviewees looked for a painting with a certain mood or
sense of humor and then would search for details that reminded them of objects around their

houses. As described by one of The Museum Wallas in her account of re-creating Figure 7:

So the art that I chose is from Bengal where [my husband] belongs...I looked at a bunch
of Kalighat paintings and then ended up with picking this one because I could easily go
like, ‘OK, I have a sari that really works
exactly with this one.” We figured out what
clothes my husband could wear. Then
basically, we had the props at home. It made

for a good representation of the painting with

Figure 7: Post by The Museum Wallas:
[Left] Kalighat Painting, Calcutta,
Woman Striking Man with Broom (19th
Century). [Right] Re-creation © The
Museum Wallas (2020).
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using stuff that we had at home, and it gave me a
chance to dress up in my saris, also. That was an

added bonus.

While, in this case, the re-creators had a personal
connection to the style of painting chosen, the deciding
factor was the props that were available at home.
Artvsmari also talked about looking for images with a
specific feature because she had the prop for it, like a

stuffed Pikachu her son had, as seen in Figure 8.

While participant engagement in slow looking
was more difficult to determine in the posts, there was
a phenomenon of choosing artwork that resembled the
re-creator in some way: in pose, clothing, or in looks.
Quite a few participants also chose paintings featuring
unique objects, like a tutu or a cello, when these
objects were available to them. This indicates that they
were also selecting artwork based on whether or not
they would be able to re-create it with what they had at

home.

Ultimately, the process of re-creating became a

lens for looking at art. Ranranrandomgirl talked about

Figure 8: Post by Artvsmari: [Top]
Cornelis van Haarlem, 4 Fool With
Two Women (1595). [Bottom] A
Woman With Two Fools ©
ArtvsMari (2021).

Figure 9: Post by Ranranrandomgirl:
[Top] Kuniyoshi Utagawa, Spring
Rainbow (ND), [Bottom} Re-creation
© Ranranrandomgirl (2022).
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how she now looks at art with a view to thinking about how she could re-create it: “So I’'m more
focused on whether I can re-create it or not. I don't know if I’'m purely enjoying the art. I’'m
always trying to find a way to connect it...I think that has changed; my choice of ... So, let’s say
if I were to choose a museum; one has abstract, one has paintings of people, then I would choose
this [latter] one.” Her re-creation practice has ultimately changed the art that she prefers since, in
re-creating, she particularly looks for bright colors and facial expressions or emotions, as seen in
Figure 9. Before even starting to re-create an artwork, the process of selecting an artwork relies

on slow looking to determine if it can be re-created.

Embodied Learning Processes

The process of re-creating physically involves the body from start to finish, creating an
opportunity for learning about art, art-making processes, and the formal elements of art through
embodied learning processes. The re-creation process stretched participants’ creativity by
challenging them to physically problem-solve by adapting what they had in the house to the
contents of the painting. Many who were alone also had the additional challenge of posing and
maintaining facial expressions while trying to take a picture. There were two ways that embodied
learning processes were represented in the data: through physical creative problem-solving and
by creating iterations of the final image. It’s important to note that this section focuses on

embodied learning processes rather than specific learning outcomes.
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Embodied Problem-Solving

As mentioned earlier, the original challenge stipulated that three items from around the
house were included in the re-creations. However, most images showed that participants did not
stick to three — often including many more to represent all or most of the objects in a work of art.
While the use of props was essential to the interpretation process (discussed in the next section),
it was also integral to the creative problem-solving demonstrated throughout the challenge. For
instance, Frans described how the active process of finding and adapting props creatively

stimulated himself and his wife, who collaborated with him on the re-creations:

So creatively, it kind of stimulates your mind. And it kind of like, ok, so we can use this
for that kind of object, but it is kind of similar. It looks the same, it is not the same thing,
but it looks the same. And then we would just get up in the morning and just go up into
the loft, and pull boxes out, ok, what can we use here? Whatever you see in the
photographs is what we had — every single, 153, artworks that we did — it's everything we

had in the house...
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Frans described the embodied process as searching the house for relevant materials,
experimenting with how to re-create particular
aspects of the artwork, and even documenting
their processes in a few timelapse videos.
They often adapted objects so that they looked
as similar to the object in the painting as
possible. For example, a cocktail shaker

became a lamp, or his wife’s collection of

Enid Blyton books became a boat, as seen in

Figure 10: Post by Frans: [Left] Friedensreich
Hundertwasser, Tender Dinghi (1982). © Frans,
Paddling upstream, lockdown 2020 (2020).

Figure 10. These forms of visual and
embodied problem-solving were evidenced

throughout the challenge.

Participants challenged themselves to make re-creations that were difficult for them in
various ways, using embodied problem-solving as they went. Although, this process was harder
to identify in the post samples, sometimes, participants pointed to a character that was difficult
for them to relate to; other times, it was the composition or what they needed to make or
assemble for their planned re-creation to come together. Sometimes they tried a technique used
by the original, like only using natural light the way the artist does. Some participants also
increasingly challenged themselves as they made more re-creations, indicating in the post text

how many they had done previously and why a certain re-creation was difficult.
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To kick-start the creative process, participants often relied on previously taught skills and
knowledge bases, like Ethelbustamante and Eliza_reinhardt, who are both practicing artists;
Frans, who is a videographer; and Jenniferkirkeby, who is a playwright and dramaturg. In
addition to her skills in make-up and performance, Jenniferkirkeby talked about drawing on what
her school art teacher said when she was having trouble painting a particular element of the re-

creation shown in Figure 11:

I think what I did first was I painted the
background, I painted the clouds and this ocean or
whatever this is. And then I cut this part out and
painted this thing. This background drove me
...because I tried to get it as close to the color as |
could. And every time I would mix the paints, it
would be a different color. So, I just anyway, it
ended up being okay. But the rock — I never

thought I'd be able to paint that rock. And then I

just went, ‘Yeah, you can.” My teacher would Figure 11: Post by Jenniferkirkeby:

_ ] [Top] René Magritte, Portrait of
always say, ‘Just paint what you see, paint what Stephy Langui (1961), [Bottom]

' . Re-creation © Jenniferkirkeby
you see.” So, I just went, ‘Okay, I'm gonna paint

what I see.’

Jenniferkirkeby talked me through her process and the parts that challenged her,
revealing how she physically problem-solved her way through it and the previous knowledge she
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relied on. In re-creating this painting, Jennifer used embodied processes to understand various
formal art concepts, like perspective, scale, and composition. In the original, as seen in the top of
Figure 11, the artist Magritte plays with notions of scale and perspective in this painting, making
it difficult to re-create. In the original, the large head at the top of the painting is larger-than-life,
which made it difficult for Jennifer to make the other elements of the painting in proportion. In
this way, re-creating art challenged participants to physically problem-solve, often introducing

them to formal art concepts and the challenges of creating what you see.

Iterating to Get it Right

Most interviewees described making multiple iterations of the photos to get the pose,
facial expressions, and framing right. Participants were challenged by the fact that some cameras
flipped the image, so everything was reversed unless they adjusted for that. The iterative process
of taking the final image was probably driven by a mixture of perfectionism, as in the case of
Jenniferkirkeby and Ethelbustamante, and pride in their final product. Jenniferkirkeby’s favorite
re-creation was one that challenged her the most. As seen in Figure 11, she spent time painting
the background and figuring out how to ensure everything was in the right place when she
flipped the photograph upside-down. Although it broke the rules of the original challenge, some

participants used PhotoShop, like Eliza reinhardt, to expand what they could re-create. A good
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example of this is Eliza_reinhardt’s re-creation of Untitled (1949) by Lee Krasner, which

combined over 200 images of her and her dog, as seen in Figure 12.

Figure 12: Post by Eliza_reinhardt: [Left] Lee Krasner, Untitled (1949), [Right] ©
Eliza_reinhardt, Untitled (2021).

Over time, Eliza_reinhardt honed how she made the re-creations, starting to approach
them in the same way: She puts the camera on the ceiling and lays the re-creation of the painting

out on her studio floor below, mostly using clothes and fabric, but always incorporating herself
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and her dog somewhere in the image as seen in Figure 13.

Figure 13: Post by Eliza_reinhardt: [left] Vincent van Gogh, Head of a Skeleton with a
Burning Cigarette (1886); [right] © Eliza reinhardt, Head of a Skeleton with a Burning
Cigarette (2021)

In the posts, a few participants also described making multiple attempts at getting the
image right, particularly the facial expressions and makeup. When working with pets and small
children, participants often commented how hard it was to get the child or pet to stay in the pose.
Some posts were also so exact in their representation of the artwork (i.e., poses and facial
expressions that were exactly right) that we can infer that it probably took them more than one

iteration of the photograph to get to that level of accuracy.
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This form of physical iterating refined participants' re-creating process. As they made
more, they honed their processes, becoming more efficient and developing individual styles. In
the arts, this is called developing a practice. As their practices developed, participants improved

their making skills and made increasingly complicated re-creations.

Interpreting Art Through Re-creating

Art can be intimidating. Museum visitors are
often afraid — or don’t have the tools — to interpret the art
for themselves. However, at home, on a small scale with
objects from your closet, art becomes much less scary
and more about you and, as Artvsmari said, “what you

make of it.” As other studies have found, the re-creations

offered democratized interpretations of art (Ebben &

Figure 14: Johannes Vermeer, Girl

Bull, 2022; Kidd, 2020). Since the challenge was to use ~ with a Pearl Earring (c. 1665),
Mauritshuis, The Hague.

objects from around the house, participants were
empowered to put their own spin on it and feel like there was no wrong answer. This challenge
created an opportunity for participants to make their own versions as serious or as humorous as

they liked, as Anneloes said, “It’s art in its own way, but it’s not as serious as the history of art.”

The possibilities for interpretation in TMC were seemingly endless. In the posts sampled,
there were nine renditions of Vermeer’s Gir/ with the Pearl Earring (c. 1665) (the original is
shown in Figure 14), yet each re-creation has unique qualities. Even as a relatively simple

composition with a single central figure visible to just below her shoulders, wearing a head
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covering and a single pearl earring painted against a dark background — the interpretations were

varied. As Ranranrandomgirl said of the various versions of that painting:

It’s interesting to see — like I thought she’s looking towards whoever’s drawing the
painting, but some people interpret it as someone looking away. So small things...I
learned that everyone is very different how they interpret.... How you interpret it, what
you choose to use as props, or what colors they see, what they think is important is very

different; it depends on people.

Some participants just re-created the pose, while others set up lighting and did makeup to match.
As Frans said, “Some of them just find a position, and that's the painting. So, you can, you can

do very simple, but very effectively, as well. Never forget the fun part.”

Interviewee and historian Dr. Hannah Murphy emphasized the importance of the material
culture aspect of these re-creations and that there were a lot of different compositional elements
of the image that participants were engaging with through this process without prompts from

experts:

It’s not just about an impression or even seeing something that you’ve been told to see
that looks important. Like people were thinking about all of these different components
of the images, but they were so engaged with costumes, framing, background, and
textiles, all of these things that we look at as historians for evidence of the source

material of the daily life that you don’t necessarily always relate to in the same way as
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you do maybe the central figure or the central person at the heart of the image or

something like that. I just loved that.

Dr. Hannah Murphy’s recognition that participants were interacting with and learning from
artworks on their own is incredibly important. Outside of the museum context, participants had a
great freedom to choose how they wanted to engage with the art — they could research art they
liked, they could find out the historical context, they could find out about the artist, or they could
engage with artwork on their own terms. This section addresses how the props included in their
re-creations provide evidence of participants engaging in the process of interpreting art for

themselves.

Choosing and Making Props

The initial prompt for the
challenge, as set by Anneloes
Officier, was to use three items
from around the house and no
photo editing software. The first
re-creation was made with an
IKEA placemat, tea towel, and a

garlic bulb, as seen in Figure 15.

For most interviewees, making

Figure 15: The first re-creation in The Museum Challenge
created by Anneloes Officier and her housemate
(tussenkunstenquarantaine, 2020, March 14).

props or searching through

closets for suitable props was at
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the heart of the fun. The relationship between props and images went in two directions: 1) often,
the desire to use certain props acted as a challenge, and the participant would then wait to find
the right image for the prop, and 2) re-creators would have an image in mind and wait for the
right prop or circumstances. For example, Vonwunderfitz wanted to re-create a work by her
favorite artist, Duane Hanson (1925-1996), as seen in Figure 16, but to re-create this image, she
had to wait for the right moment to “borrow” a shopping cart from her local grocery store,
sneaking out with her daughter under the cover of darkness. For her, re-creating Hanson’s

Supermarket Lady (1970-1971) was particularly challenging because she considered the subject

to be ugly, and she had difficulty presenting herself in this way.

Figure 16: Post by Vonwunderfitz: [left] Vonwunderfitz's re-creation (2020), [right] Duane
Hanson, Supermarket Lady (1970-1971)

The props became one of the most intriguing things about these re-creations because you
had to look closely to see what participants used. So, vacuum cleaners became guitars. Bath

plugs became tassels on Medieval dresses. Toilet rolls became Tudor collars. Jenniferkirkeby
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spoke about how she would take an image and “ruminate” on it to think about how she should

approach it. She described how she created the shrouded form in Figure 17:

And then there was supposed to be a person, right
beside this lady who was covered in fabric or covered
in like a shroud. And I thought, how can I do that? My
husband wasn’t really feeling it. He said, ‘I'm not
going to stand there with a sheet over my head.’ I said,
‘Fine.” So, I got a music stand, and then I got ... a wig

head, and I put the wig out on top of that and draped it

over. And it worked really well.

Figure 17: Post by
Jenniferkirkeby: [Top] René
Magritte, The Invention of Life
(1928), [Bottom|re-creation ©
Jenniferkirkeby (2021)

There were also a lot of props that related to the
pandemic, from
toilet paper to masks to evidence of homeschooling
and social distancing measures (Ebben & Bull,
2022). Jenniferkirkeby had been speaking to a friend
who was going on blind dates, and she thought that
dating would be a difficult thing to do during the

pandemic because you would not know how

Figure 18: Post by Jenniferkirkeby: seriously your date was taking COVID-19. When
[Left] © Jenniferkirkeby (2020),
[Right] Otto Dix, Self-portrait (1912).  she saw the Otto Dix painting in Figure 18, she

thought he was going on a blind date that he wasn’t pleased about with his single flower and
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grumpy facial expression. So, she decided to go on a blind date with a bottle of anti-bacterial
spray and a mask, as seen in Figure 18. Participants also looked for elements of the beautiful that
weren’t necessarily part of pandemic life — nice jewelry or that party dress or sari that you
weren’t likely to wear while stuck at home. The Museum Wallas talked about how participants
used it as an opportunity to wear jewelry and saris: “So the fact that a lot of them are wearing ...
saris, and we can pick those out. That definitely is something that people enjoyed picking out.
The jewelry especially, a lot of people enjoyed using that. I think it was also an element of
beautiful....” It was an opportunity to look different — to be someone in a different situation. The
re-creations that feature pandemic-related materials and circumstances, act as a unique record of

the times we lived through and made — often older art — relevant to today (Ebben & Bull, 2022).

Some interviewees made props when they could not find anything around the house that
was suitable. For some, this was more of a challenge, but most of the interviewees who
embarked on making their own props had some creative background. Ethelbustamante, a
Colombian artist living in Italy, made many of her props or incorporated her existing art. In fact,
she made more props than she used items from around the house: “Most of it, I made it. I used a
lot of paper. Then my husband doesn’t have any more white T-shirts because I destroyed them
all.” For others, making props was reserved for when they wanted to challenge themselves, or
they couldn’t find anything around the house that worked, and they still wanted to re-create that
particular work. As Ranranrandomgirl said, “But some props, I make them because they don’t
sell giant random green leaves or something very random; they don’t sell it, so I have to make it

with colored papers.”
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In the posts, the props played an important role in how participants constructed the
images, demonstrating the playful and creative aspects of this challenge. The images in the post
samples and posts from interviews (n = 227) were coded for the types of props used. Table 4
shows the frequency of the types of props used. The most frequently used props (66%) were
clothes and fabrics, including sheets and towels. Clothes and fabric enabled the construction of
various costumes and building backgrounds. Often, dark fabrics mimicked the dark backgrounds
found in many older oil paintings, while a floral sheet might be a stand-in for a garden in full
bloom. The second most frequently used prop type was everyday objects (34%). This category
included common household items, like pots, dishes, crayons, toys, lamps, and vases. The third
most frequently used prop type was unique objects. These objects stood out as less commonly
available and were often unique to someone’s background, including musical instruments,
jewelry, swords, and particular costumes. For example, a few participants appeared in Medieval
attire with elaborate dresses, swords, or armor. In these cases, the post text indicated that they
were regular US Renaissance Fair attendees or involved in a role play-related hobby. Some of
the other prop types that stood out were how participants used elaborate makeup (20%) to mimic
the texture and colors of paint, and others carefully re-created the lighting (13%) of the original
painting. Other times participants substituted contemporary items (18%) for less common
objects, like Airpods for pearl earrings or a basketball for a ham in a Dutch still life. Pets also
played a role (12%), as did pandemic-associated materials like masks and toilet paper (11%).
The least common prop found in the posts was food (8%), but it was sometimes used in
unexpected ways, like in the case of the participant who painstakingly carved images into the

soft filling of Oreo cookies.
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Table 4: Percentage of props by type. Values add up to more than 100% because often more than
one prop type was used (n=227).

Percentage of props used by type

Food I

Pandemic-related materials _ 11%

Made props I

Pets I

Use of lighting I i:::

Contemporary Substitutions _ 18%

Use of make up R -

Unigue chjects I

Everyday ohjects S

Clothing & fabric ., 6%

While it is not always possible to understand from the image what exactly the
interpretation of the original image is, this aligns with the study of art history in general as even
experts don’t always know what the artist intended. In the case of the re-creations, the stories
behind them, the experiences they represent, and selecting or making props are part of the
process of interpretation. By choosing props, participants offer a record of our times and, through
using household objects, put parts of themselves in the re-creations. Prop selection is a
participatory engagement process that is likely to be quite unique to re-creating art on social
media from home, as it would be difficult to replicate an activity with personal objects in the
museum space. Through this process of interpretation, participants help to democratize art

interpretation, offering versions that are unique to them and our times.
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Finding and Generating Joy

From the outset of the challenge to re-create art with objects found around the house,
Anneloes Officier intended it to be fun and “bring light.” In both the interviews and post
samples, the process of re-creating art or the memory of the process was widely regarded as fun,
bringing “excitement” and self-expression at a generally dull and stressful time. As
Jenniferkirkeby said, re-creating art acted as a creative escape: “It's just a really good thing for
me to just focus, get my mind off of, you know, worries of the world and just focus on something
that I enjoy, you know?”. Sometimes, the fun of doing re-creations filled in a gap caused by the
pandemic, like in the case of Artvsmari, who started re-creating to offer variety and humor in her
online lectures on music appreciation at a community college. They soon became a way to
support her own well-being as she dealt with a pandemic-induced career shift from being a

concert violinist:

I was like, OK, maybe music's not my thing and I kind of had to mourn that loss. And I
was like, but you know, there's a real creative side to me. I love being creative. So, [ was
just like, I'll do a couple more [re-creations] in the summer, so that in the Fall, when I
teach again, I have this material for my students. You know? And yes, that's kind of how

it started....

Over time, re-creating became “a profound, meaningful thing” for Artvsmari as she started to

learn the background story of the works of art and added her own story as a layer.
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Since Anneloes posted for participants on the @tussenkunstenquarantaine account, she
had the opportunity to exchange messages with them. While she tried, she received too many
messages to engage with everyone — at the peak of the re-creation challenge, she received
approximately 30 direct messages an hour. These messages contained images of re-creations that
participants wanted her to post to the @tussenkunstenquarantaine account and reactions to the
challenge. Anneloes recounted that participants often commented things like, “This is so nice. |
had such a bad day, and this is helping me get through the day,” and “I like the new point of
view.” As Anneloes reflected on these messages in the interview, she thought that ““...people
used [TMC] in really different ways also to find some joy or relief and just an easy way to play
around in your house.” Anneloes said that many participants shared their personal stories and

pandemic experiences with her and how she replied to as many as possible:

I always made my own captions to make it light because I wanted to keep it light and
bubbly and funny. And also, you never know what’s really going on in people’s — they
tell it to me, but they don’t tell it to like 50,000 people who are maybe watching. So no, |
never did it. But I always had a little conversation with them. I tried to answer every

single message I get... Even if it’s with hearts so people feel seen.

The sampled posts reinforced the idea that participants had fun making the re-creations
and looked back at their creations positively. Through their posts, they told humorous stories of
props breaking around them as they tried to hold a pose and a serious facial expression long

enough for the camera timer to go off. In some cases, doing these re-creations became a positive
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part of family life — a regular hobby they did together and learned more about each other. Several

posts acknowledged posting the re-creations to cheer up or bring their followers a smile.

Other research into TMC has found that posting the re-creations on social media enabled
the development of an international community of practice (Dedema & Fichman, 2021; Ebben &
Bull, 2022; Lave & Wenger, 1991). Several interviewees felt that their friends, family members,
and followers found these fun to engage with online partly because they could look at the
artwork differently. Anneloes felt that “[t]hey really inspired each other. I think that was...the
power of the community because people are really responding to each other. I always tagged
whoever made it that would send it to me with their permission...And people in the comments
are always complimenting the maker.” Anneloes’ remark is supported by the comments that

were analyzed.

In total, 27 posts (those mentioned in the interviews) were analyzed for comments,
totaling 358 comments, some of which were not in English and were, therefore, not coded. In the
coded comments, 249 (70%) were overtly positive, offering encouraging words or positive
emojis. This level of positivity stood out in the analysis of the comments from other trends — like
the acknowledgment of humor (9%), tagging a friend (6%), or talking about the original artist

(2%) — which were considerably less significant in the data.

Overall, it was an unusually positive online community. In the analyzed comments, there
was only one negative comment that referred to the re-creation of a religious image as
blasphemous. As a community moderator, Anneloes — a communications professional — also

expressed her surprise about the extremely low numbers of negative comments, remembering
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only two or three in thousands. Only one interviewee had received a negative comment that

pertained to political views expressed in the post text, which a follower disagreed with.

Many of those interviewed acquired notoriety in the community for their re-creations. As
Artvsmari noted, “But I have this like, kind of like a quasi-audience that was, you know, just — I
had a group of regulars that would message me, and it's like, ‘When's your next thing coming
out?’, ‘I have an idea.’, “You should do this. You should do that.”” Feedback from the online
community, support from living artists, and reposts and comments by museums bolstered
participants’ confidence, fed the development of their practices, and increased their enjoyment of

the experience.

As Claire Lanier, Social Media Manager at The Met said about why they promoted TMC

on #mettwinning:

So, I think we saw it as an opportunity for a bit of levity and creativity during a really
hard time and one that could really speak to the significance of art and what that
creativity can do when you're under an extreme amount of stress when you are feeling
confined. And I like to think it based on, you know, the comments and things that we got
that people really did get fulfillment out of that in that way (personal communication,

October 18, 2020).

Claire Lanier’s comment on the power of creativity when you are feeling stressed was well-
supported in the data: the creativity and humor embedded within the nature of the challenge

contributed to its ability to help participants find joy through the process. One way that some
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participants particularly found joy was through humor. Whether participants deliberately added
humor to the images through their props (e.g., using a rubber chicken), chose images they
thought were humorous, or made funny comments in their post text, humor was a strong element
of this challenge. It was a significant way this challenge supported light and joy in a dark time.
Some participants, like Jenniferkirkeby, deliberately tried to make her re-creations humorous.
But being humorous did not necessarily mean that re-creators weren’t taking the process or the

art seriously. Humor is not always frivolous in this case.

While many of the re-creations sparked joy and humor, they also provided insight and
empathy into the human experience — either that lived in the past or through the pandemic.
Interviewees reported empathizing with the life experiences of artists they re-created. As
Ethelbustamante said, “I really felt that the artists were part of me, that they came, that I
channeled them; I really did.” Empathy was particularly noteworthy with artists like Egon
Schiele and Gustav Klimt, who had experienced the pandemic of 1918, and artists who had been
affected by the Nazi regime (like Otto Dix). In particular, Schiele, his wife, and their unborn
child all died in the 1918 influenza epidemic. Two interviewees recognized this and deliberately
re-created his work. Others re-created artists who had been affected by the Nazi regime to raise
awareness of racism after the brutal murder of George Floyd by police in 2020. Also, many of
the re-interpreted artworks showed scenes of pandemic life, from social distancing to
homeschooling, and the effect it had on people. These scenes raised participant’s and followers’
empathy for what others were experiencing. The most liked image in the data set (with 52,094

likes) was an image of doctors in Paris re-creating Da Vinci’s The Last Supper (c. 1495-8) in
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their scrubs with vending machine snacks. The comments showed incredible support for the

doctors in April 2020 at the height of the COVID-19 pandemic.

Overall, TMC was regarded as a fun thing to do at home that provided time out from the
stresses of the pandemic. The creativity, adaptability, and unpredictable nature of re-creating
meant that all images were unique. Requiring few materials and being adaptable to your skills,
mood, and time available, meant that it was accessible and could fit into various circumstances.
The process of engaging with TMC helped participants to cope with boredom and find a light in
dark times, but it also helped isolated people connect with friends and family members and make

new connections from around the world.

Limitations

While this study used a rich data set of posts and interviews to examine TMC, there are
two limitations that are important to note. First, only one image was collected per post, so if
more than one image was included in a stack, the data are not available. In the majority of posts,
participants posted the original artwork and their re-creation side by side, however, some posted
stacks of images. This means that sometimes the original and the re-creation were not
comparable. It also means that if participants shared more than one re-creation at a time, only

one was visible during analysis.

Second, although not ideal, the English language was chosen for practical reasons. The

original challenge was bilingual in English and Dutch. It spread internationally, and posts were
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made in many languages. Since only one researcher was involved and there was no budget for

translation, only English posts were included.

Discussion

This research aimed to gain insight into how participatory practices can contribute to
learning and engagement in art museums to diversify audiences. The study examined a
worldwide social media challenge to re-create art that started during the COVID-19 pandemic.
The scale of TMC presented a rare opportunity to gain insight into participatory art practices on a
global scale. Using a multiple-methods approach, this study drew on 1) qualitative data sourced
from 16 interviews, a sample of 27 posts discussed in the interviews, and two samples of 100
posts; as well as 2) quantitative analysis on a sample of 81,086 posts made to Instagram during

the first three months of the COVID-19 pandemic. My findings indicate four main trends:

1. Participants leveraged slow-looking practices to select works of art;

2. Participants engaged in embodied learning processes while physically re-creating their
chosen works of art, through which they were able to build their understanding of art and
artmaking, leading to the development of their own re-creation practices;

3. Through the process of re-creation, participants democratized art by contributing their
interpretations to the originals, often adapting the contents to communicate their own

experiences and stories;
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4. By re-creating and posting on social media, participants intentionally searched for and
generated joy for themselves and their followers during a difficult time, creating an
empathetic and creative environment.

These findings point to significant implications for engagement practices — in-person and

digitally — with museum collection objects.

Slow-Looking Practices

As forwarded by Tishman (2018) the practice of slow looking uses observation strategies
to gain knowledge or understanding from the world around us. By using observation protocols,
personal knowledge, or the open-ended question-based Thinking Routines generated by the
research team at Harvard’s Project Zero, the viewer has time to filter out the world around them
and focus and learn from the object or phenomenon at hand. While many art museums have
embraced these strategies to support tours and school groups to engage with art, it is more
challenging to engage general visitors in this way as often they feel compelled to see as much as
possible during their museum visit, or they do not feel comfortable enough in the museum
environment to spend a long time looking at just a few artworks (Tishman, 2018). These
difficulties mean that many visitors only spend a few seconds looking at an artwork and rely on
exhibition texts to gain knowledge, limiting one of the critical ways that visitors could be

supported to form their own learning and not rely solely on the interpretations of experts.

In this study, to select artwork to re-create, participants had to closely examine the
content of the artwork to determine if they had the materials and skills to re-create it. While

many re-created works were favorites or held personal significance for participants, they first had
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to ascertain what available household objects would work and if they could make or fashion
together the rest. This process required closely examining the artwork through the observational
lens of re-creating. Ranranrandomgirl and Vonwunderfitz shared how participating in TMC
changed how they view artworks when they visit museums — now, they look at the composition

and the objects to determine if and how they could re-create it.

To make the re-creations, participants also continuously referred to the original artwork,
noting the objects, figures, poses, facial expressions, colors, light, and composition. This process
sometimes took weeks or months of reflecting on how they might re-create a particular image
and what props they might use. This slow-looking process calls to mind several of the Harvard
Project Zero Thinking Routines that focus on the compositional elements of an artwork or object
(i.e., Thinking Routines like Colors, Shapes, Lines; See, Think, Make, Discuss; Parts, Purposes,
Complexities'). However, re-creating essentially became a new Thinking Routine as it offered a

different outcome from the existing ones.

Several participants in this study regarded TMC as an opportunity to take the time to look
closely at art, which is not always possible in a gallery or museum. The pandemic helped provide
this time and space for many people, but it is still a testimony to the affordances of online art
collections as a way for people to engage on their own terms and in their own time and space. In
this study, slow looking was necessary to engage with artwork and acted as an observational tool

to help participants interpret art for themselves.

15 https://pz.harvard.edu/thinking-routines
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Embodied Learning Processes

Embodied learning processes are often grounded in activities and games that encourage
learners to physically demonstrate that they understand a particular concept (Abrahamson &
Lindgren, 2014). Arguably, due to the physical nature of art processes, they hold much potential
for use in embodied learning, and an activity like re-creating that has a pre-determined outcome

(i.e., a re-creation of an artwork) is potentially ideal.

Participants in the challenge engaged in embodied learning by physically creating
artwork that demonstrated their interpretations of the originals. Copying artwork has been a tool
to train artists to understand the formal elements of art in the Western tradition for centuries
(Halverson & Sheridan, 2014; Katz, 2021). By placing the re-creator in the image, this twenty-
first-century version allows participants to interpret the artwork in a way that represents their
own identities and experiences (Ebben & Bull, 2022). Embodied learning through the arts pushes
the theory by offering opportunities for new interpretations and stories to be told — something
that is particularly important when deconstructing colonial heritage (Costandius et al., 2020).
The challenge of re-creating led them to stretch their creativity and develop new skill sets in

making, problem-solving, and visual analysis.

Democratized Interpretation

TMC enabled participants to engage with art on their own terms. The structure of the
challenge gave them agency to find and choose artwork and implicitly trusted them to re-create

and re-interpret. While previous studies on social media use by visitors in art museums have
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found that visitors curate content relevant to their interests and use social media as a playful,
participatory tool, the findings here offer the next step. In the case of TMC, we see participants
who are empowered to adapt the art to their circumstances, materials, and creative vision. As in
previous studies of social media use in museums, participants used their selections of art
originals and hashtags to situate their re-creations within their broader interests and identities
(Budge, 2017, 2018b, 2018a; Budge & Burness, 2018; Villaespesa & Wowkowych, 2020; Wong,
2012). In doing so, they spread TMC to a wider audience and, as in the case of most of the
interviewees, developed a following, offering polyvocal interpretations of art from a multitude of

new sources.

While my study draws some similar conclusions to Ebben and Bull’s (2022) book
chapter, including interviews in my study has led to the added understanding of how participants
used TMC as a platform for art engagement, including embodied learning and slow looking.
While Ebben and Bull (2022) also found that TMC democratized art interpretation and
questioned the expert-led voice of the institution, I offer a critique of their use of the phrase
“common art” in reference to the re-creations. By using the phrase “common,” they present the
work of thousands of creators around the world in contrast to the “high art” held in museum
collections. For me, using these dichotomies belittles the importance and the quality of the work

of the re-creators worldwide, and re-positions the institutions as the holders of power.

Finding Joy
The streams of positive emojis in the comments and the sheer joy exuded in all the

interviews demonstrate the incredible emotional support the re-creation process and outcomes
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provided to participants and followers. From the outset, Anneloes intended to “bring light”
during difficult times. With enforced social distancing requirements in almost every country,
schools and public places closed, high rates of unemployment and non-essential workers
homeworking, the pandemic brought a fast and severe life change. As people coped with their
new realities, TMC offered a creative and humorous distraction. As Ebben and Bull (2022) noted
in their interpretive analysis of posts from #gettymuseumchallenge and demonstrated in these
findings, many of the images were re-interpreted with pandemic life as an interpretive lens.
Masks, social distancing, homeschooling, and hand sanitizer feature prominently. Through the
interviews, my findings add that not only did contributors use their re-creations to share their
pandemic experiences, but they also used their experiences to foster a new-found understanding
of art history. For instance, Jenniferkirkeby’ re-creation of Otto Dix’s Self-portrait (1912)
replaced the flower the figure is holding in the original with a bottle of disinfectant. As noted by
Dr. Hannah Murphy in our interview, these symbols of pandemic life in the re-creations are a
historical record of the times we lived through. However, they also offered humor and allowed
us to laugh at ourselves as we empathized with others going through the diverse range of issues
caused by the COVID-19 pandemic. The joy TMC generated for thousands of participants

worldwide is not to be underestimated.

At the beginning of this paper, I set out to address the following research question: What
processes did contributors use to engage with works of art through participation in a social

media challenge to re-create art with household objects? To address this question, TMC
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contributors used participatory practices grounded in slow looking and embodied learning
processes to engage with and re-interpret artwork. The polyvocal interpretations and the joyous
nature of the process and content provided democratized interpretations of art and diversified

who shares that information.

Implications

Not all participatory activities in museums or on social media are successful. Some have
low engagement, and others are used by audiences to share their general comments and thoughts
regardless of the original prompt (Filippini Fantoni et al., 2014). As a study of a participatory
social media challenge with high levels of engagement, my findings provide implications for
participation and audience engagement in museums and on social media. The findings of this
study suggest that the embedded learning design behind this challenge was successful for three
reasons: 1) it used clear visual language to communicate the task, 2) the task was not

intimidating, and 3) it gave participants agency.

Anneloes felt that the cue was so visual that you instantly knew what to do — no written
instructions were required. This finding aligns with Filippini Fantoni et al.’s (2014) finding that
clear visual cues lead to more engagement because visitors don’t always read directions. For
instance, by placing the re-creation side-by-side with the original artwork in her posts, Anneloes

made it possible to engage with TMC without reading any directions.

The design of this challenge also successfully contends with another common issue,

particularly with adults, that every art educator is familiar with: the instant response from
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participants that they can’t draw or paint. TMC was flexible but contained in what was required
— participants could do as much or as little as they wanted. This affordance was partly enabled by
the volume of contributions, which offered a wide range of possibilities for inspiration. While
those interviewed completed quite elaborate re-creations, in my analysis of the posts, there were
quite a few that were just simple poses or outfits that matched a painting. The implicit humor in
TMC also made it acceptable to try, because participants could focus on being funny rather than
worrying about their re-creations being ‘good.” Whereas if the challenge had simply asked you to
make your own piece of art with household items, rather than re-create one, I suspect it would
have been considerably less successful because the task would have relied on a higher level of

pre-existing art skills.

Probably because it happened outside of the museum space, TMC put the responsibility
entirely on the learner. The learner chose the content, the materials, how to go about it, and they
decided when it was ready to share. This high level of agency is rare, even in many museums
participatory practices, and was partially enabled by the fact that participants were at home.
However, as a learning design, it offers museums the chance to consider at which point in
participatory activities they enable audience agency: the choice, the materials, the process, or the

final outcome and how it is shared.

As a digital participatory activity, TMC provided evidence of the affordances of being
outside of the museum space (Barry, 2013; Everstijn, 2019). While you can easily strike a pose
in a front of an artwork or pose in a set (Pierroux et al., 2014), it’s much harder to pose with your

own personal items in a museum building or re-create any artwork you like from any museum
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collection. The affordances of the digital platform are that visitors can personally curate and, in
this case, create art that is relevant to them within their own social media contexts through
hashtags from anywhere, ultimately, attracting new audiences and democratizing who creates,
interprets, and teaches art (Budge, 2017, 2018b, 2018a; Budge & Burness, 2018; Shapiro & Hall,

2018; Villaespesa & Wowkowych, 2020).

Conclusion

This multiple-methods study explored the participatory and engagement practices of
contributors in a global social media challenge. Specifically, it found that participants engaged in
slow looking and embodied learning practices to select and re-create art. Online, this global
community was unique in its positivity as it brought joy to re-creators and viewers worldwide
during the dark and challenging days of the COVID-19 pandemic. The pandemic may be over,
but The Museum Challenge offers us lessons in participatory activity design both in museums
and online that will support the democratization of art and its interpretation long beyond the

pandemic.
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Chapter I[V/Paper 2. One Artwork at a Time: Representing Identities in a

Social Media Challenge to Re-Create Art

As institutions that house cultural artifacts, museums are not neutral. They are steeped in
cultural codes emerging from how and why they were created, where and how their collection
objects were acquired, and how they are interpreted (Bennett, 1995; Bourdieu, 1968; Coffee,
2008; Lidchi, 2013). In Europe and the US, museums as public institutions were founded to, in a
sense, promote the dominant white, male, and heterosexual culture. This enculturation of the
public included privileging colonial narratives and positioning art and artifacts from other
cultures as lesser or dying cultures (Bennett, 1995; Lidchi, 2013; McLean, 2016). As holders of
collections, museums had the power to be the sole creators of knowledge (Foucault, 1980;

Lidchi, 2013).

There has been considerable effort to change how non-dominant cultures are represented
in museums. In the 1990s and 2000s, the concept of museums as “contact zones” was
popularized by Clifford (1997), which promoted sharing authority with members of indigenous
and diasporic communities who were linked to collection objects. More recent approaches to
increasing the representation and inclusion of underrepresented audiences include decolonizing
museum culture, co-creating (or co-designing) exhibitions and programs with communities,
inviting audience participation, and increasing the diversity of staff, audiences, and collections
(Ash & Lombana, n.d.; Duclos-Orsello, 2015; McLean, 2016; Moore et al., 2022; Museums

Association, n.d.; Satwicz & Morrissey, 2011; Simon, 2010, 2016; Sweeney et al., 2022). Like
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contact zones, co-creation and participatory methodologies often focus on including the voices of
underrepresented audiences to authentically connect and represent their identities in the museum
space. Social media and mobile technology have also been promoted as ways to increase
participation and share authority (Everstijn, 2019; Khadraoui, 2019; Russo et al., 2008).
However, these platforms can still replicate the white-dominant power structures that created

museums (Khadraoui, 2019).

Despite these efforts, the changes in museums have not been thorough or consistent
enough to shift general patterns in audience demographics as a whole. As Kinsley (2016) argued,
“Despite the field’s long-standing attention to inclusion, visitor and employee demographic
studies do not indicate that US museums’ publicness significantly extends beyond a privileged
subset of the population” (p. 474). Kinsley’s (2016) argument is reinforced by the numbers: A
2020 survey by the cultural innovation research platform Culture Track found the audiences of
653 participating cultural institutions in the US identified as 85% white (2020). The US
population is approximately 60% white and non-Hispanic, 18.5% Hispanic or Latina/o, 13.4%
Black or African American, 6.3% Asian, 3% two or more races, and 1.6% American Indian,
Alaskan or Hawaiian Native or Pacific Islander (United States Census Bureau, 2021). Comparing
Culture Track’s results to the 2020 US Census shows that people of color are underrepresented
by 25%, demonstrating the inequity problem in museums. In staffing, a 2022 survey by the
Mellon Foundation of 328 North American museums representing 30,000 employees found that
64% of staff were white, and people of color represented 36% (Dafoe, 2022; Sweeney et al.,

2022). In terms of gender representation, art museum staff have long been majority female,
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hovering at around 60% with art museum leadership also dominated by women at 66% (Sweeney
etal., 2022).

To address the inequities and help museums become relevant to non-dominant audiences,
many museum-focused activist groups have emerged. One of the earliest and most famous is The
Guerilla Girls, who have fought sexism and racism in the art world since 1985. Today, the
Incluseum'®, Culture&!’, Decolonize This Space'®, Museums and Race: Transformation and
Justice!” and many others pursue a range of tactics from action to scholarships to support and
prompt change.

While there is much focus on how to make museums more relevant to underrepresented
audiences, there is less focus on how those audiences independently represent their own
individual and group identities within the context of collections. This chapter examines data
generated by participants in a global social media challenge to re-create art — The Museum
Challenge (TMC) — to understand how audiences draw connections between works of art and
their individual and group identities. This study is grounded in cultural theorist Stuart Hall’s

work on representation, which acknowledges that across cultures, people can radically differ in

16 The Incluseum was created by Dr. Porchia Moore, Dr. Rose Paquet, and Aletheia Wittman and supports
a new inclusive future in museums (https://incluseum.com/).

17 Culture& aims to support better access to who creates and experiences culture. Working in the UK, they
collaborate with the University of Leicester Museum Studies program and Sotheby’s to cultivate diverse leaders in
the field (https://www.cultureand.org).

18 Decolonize This Space “is an action-oriented, decolonial formation and a call to action. Facilitated by
MTL+ Collective, DTP resists and unsettles settler colonial structures in our cities as it builds movement
infrastructure of care and solidarity on the path of collective freedom and liberation”
(https://decolonizethisplace.org/).

19 Museums and Race: Transformation and Justice is “a movement to challenge and re-imagine institutional
policies and systems that perpetuate oppressions in museums” (https://museumsandrace.org/).
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“the ways they carve up, classify and assign meaning to the world” (Hall, 2013b, p. 45) and
provides three common methodologies for shifting how non-dominant cultures are viewed.

Unique in its large scale, my study examines how participants in a social media challenge
represented their own cultures, backgrounds, and identities through the process of re-creating art.
If social media provides an opportunity for museum audiences to “...represent themselves in all
their diversity” (Wong 2012, p. 284), then the challenge to re-create art during the COVID-19
pandemic provides an opportunity to see how participants took on that responsibility for
themselves, taking inspiration from collection items for an activity that took place outside of the
walls of the museum. In this chapter, I examine how participants represented their individual and
group identities through posts from TMC. I explore the following research question: In what
ways did participants in a social media challenge to re-create art incorporate topics related to
their individual and group identities, and what were their goals in doing so?

In this chapter, I expand on one of the findings presented in Chapter III of this
dissertation, which indicated that TMC enabled participants to democratize interpretations of art,
making art relevant to our times. This paper contributes to the growing body of literature on how
museum audiences use social media to curate and share objects and stories that are relevant to
them (Budge, 2018a; Budge & Burness, 2018; Villaespesa & Wowkowych, 2020). The key
findings of this chapter speak to how participants represented individual and group identities by
1) telling their individual stories, often subtly, through their re-creations and 2) researching art
connected to their group cultural heritage. The findings in this chapter suggest that while those

who challenged the hegemony of white, male-dominated Western art were in the minority, these

107



voices offered alternative narratives and highlighted untold stories, widening the relevance of the

objects they re-created.

Theoretical Background

The data for this chapter were collected at a time of great social and cultural upheaval due
to the “dual pandemics” of COVID-19 and systemic racism (Bunch, 2020). If the meaning of
objects can change over time, as posited by cultural theory, it is possible that this period
triggered a shift that could permanently alter the white-dominant narrative in museums (Hall,
2013b). Since the start of the COVID-19 pandemic and the brutal murder of George Floyd by
police in 2020, there are indications that such a shift may be occurring. Many cultural institutions
focused on hiring more diverse staff and began processes to analyze and understand their cultural
positionality (Dafoe, 2022; Sweeney et al., 2022). Cultural institutions have an opportunity to

consider some of the questions posed by cultural theorist Stuart Hall:

Can a dominant regime of representation be challenged, contested or changed? What are
the counter-strategies which can begin to subvert the representation process? Can
‘negative’ ways of representing racial difference, which abound in our examples, be
reversed by a ‘positive’ strategy? What effective strategies are there? And what are their

theoretical underpinnings? (2013a, p. 259).

According to Hall, who studies cultural artifacts (i.e., films, advertising, visual art,
television, etc.), to become a member of a given culture, people “...learn the systems and

conventions of representation, the codes of their language and culture, which equip them with
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cultural ‘know-how’, enabling them to function as culturally competent subjects” (2013b, p. 8).
To interpret an artwork, film, or other item of cultural production, we rely on a conceptual map
that we share with other members of our culture, or, in other words, our culture’s “system of
representation” (Hall, 2013b, p. 7). The codes created through this conceptual map may vary in
their ability to translate across cultures, which can create rifts and misunderstandings. One
important element of how we construct meaning through systems of representation is that
meaning is always changing (Hall, 2013a), which explains why art that is undervalued at one

time may be highly regarded a hundred years later.

However, human cultures do try to fix meaning. These fixed translations of what is
perceived to be outside our own culture are what stereotypes provide. But, over time, fixed
translations can also “...drift, or be wrenched, or inflected into new directions” (Hall, 2013a, p.
259). Hall (2013a) identified three ways meaning can be reappropriated and change directions,
by reversing stereotypes, substituting positive images for negative ones, and contesting
representation from within. These methods have been used at different times to reposition views
of non-dominant cultures in Europe and the US but are not without their problems. According to
Hall (2013a), reversing stereotypes can lock you into the opposite stereotype, keeping a binary of
good or bad portrayals and not always “overturn[ing] or subvert[ing]” the original stereotype (p.
261) (e.g., the hero vs. the bad guy). Substituting positive for negative images (e.g., images of
successful families vs. those of illegal border crossings in the news) attempts to challenge
stereotypes by increasing the ways non-dominant groups are represented, but it still creates a

binary of negative and positive portrayals and does not displace the stereotypes.

109



Creating or re-enforcing binary views is not helpful because no individual or group is
entirely one thing or another. Hall (2013a) offers contesting representation from within as a
strategy to create more nuanced non-binary representations that embrace the idea that meaning is
fluid, “attempting to make the stereotypes work against themselves” (Hall, 2013a, p. 264). In
doing so, this approach acknowledges that the current meaning is temporary. As examples, Hall
(2013a) discusses artwork and media that offer complex views of non-dominant cultures,
fighting binary stereotypes (i.e., good vs. bad, strong vs. weak, rich vs. poor). This approach
plays with the “racialized gaze,” making what we perceive “strange” and “de-familiarize[d]”
(Hall, 2013a, p. 264). Hall uses the example of comedy’s sometime ability to exaggerate
caricatures so much that the audience is laughing “with rather than at” the characters (2013a, p.
264, italics in original). In the context of Hall’s theory of representation, my study considers how
participants in TMC have contested representation — often from within — and contributed to
building contemporary non-binary views of their individual and group identities. By allowing
participants to define what elements of their re-creations and re-creation practices they
considered to be linked to their individual and/or group identities, this study uses Hall’s framing
of contesting representation from within as a lens to understand how participants represented
themselves and their cultures in the context of museum collection objects. This open-ended
approach to defining identity has the potential to inform how museums help combat stereotypes

and offer nuanced cultural meaning.
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Literature

Since this chapter focuses on representation in museums and is situated within a social
media challenge that relied on digitized museum collections, this section considers two main
bodies of literature. First, to highlight the significance of the need for greater representation in
museums of women and people of color, this section considers literature that examines the
current state of affairs, emphasizing the inequities in museum collections (Topaz et al., 2019).
Second, I consider the literature on how social media can be a platform for visitors to share their
interests and represent their identities (Budge, 2017, 2018b, 2018a; Budge & Burness, 2018;

Villaespesa & Wowkowych, 2020).

Issues of Representation in Collections

As museums have worked to better represent the diversity of the countries and
communities of which they are a part, one focus has been on the issues of representation with the
art collections themselves. Understanding the current demographics of artists in art museum
collections can help identify and lead to contending with issues of representation and inclusion.
In the introduction, I noted that visitor and staff demographics are not typically representative of

the US population. Here, I focus on the issues of representation in art museum collections.

While it is generally assumed that most encyclopedic art museum collections in the US
and Europe consist of art by a majority of white males, few studies have proven this. It is
important to note that museums with regional or specific collections may differ from this trend,

like those from the National Museum of Women in the Arts or The Hewitt Collection of African
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American Art. A 2019 study by Topaz et al. used data science methodologies to study the
demographic information of the identifiable artists held in the public collections of 18 art
museums in the US, including institutions like The Metropolitan Museum of Art, New York, the
National Gallery of Art, Washington, DC, the Museum of Fine Arts, Houston, TX, and the San
Francisco Museum of Modern Art, among others. The study included records of 9,000 unique
artists. They found that 85% of artists were white and 87% were men. These statistics do not
include artists in temporary exhibitions, but an investigation by artnet and In Other Words found
that “[j]ust 11 percent of all acquisitions and 14 percent of exhibitions at 26 prominent American

museums over the past decade were of work by female artists” (Halperin & Burns, 2019).

With the representation of women and people of color in art museum collections being so
minimal, it is not surprising that they struggle with inclusion. Inclusionary practices in audiences
and staffing are often considered the key to creating more relevant exhibitions and collections
(Kinsley, 2016; Moore et al., 2022; Simon, 2016). While social media has been studied as a
platform where visitors can share what is relevant to them, it is rare for audiences to have the
opportunity to select any art from anywhere and create their own interpretations. Therefore, this
study seeks to address a gap in the literature on how this kind of social media activity creates

opportunities for individual and group identity representation.

Museum Social Media

Since this study is situated within a pandemic-era social media challenge to re-create art,
the next two sections consider the literature on social media as a tool for representation in

museums and consider how other studies on TMC have considered the role of representation.
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Museum Social Media Prior to the Pandemic

The pervasiveness of social media has brought change and innovation to museums
(Chryssoulaki et al., 2012; Wong, 2012; Wong, 2011). With 72.2% of the US population owning
smartphones in 2020 (O’Dea, 2020), museum audiences are able to share their interactions with
museum content in previously unprecedented ways. While social media platforms have great
potential to reach a wider audience and offer new engagement methods, the same cultural issues
of power coming from the white-dominant culture are still a factor (Booth, 2014; Khadraoui,
2019). Social media platforms, like museums, are not culturally neutral (Bennett, 1995; Booth,
2014; Taylor & Gibson, 2017). Reaching more people is not the same as increasing diversity
(Taylor & Gibson, 2017; Wong, 2012). Khadraoui (2019) admonished that social media and
technology are not a “savior for institutions’ relevancy issues” (n.p.): Social media will only
mirror the diversity issues reflected in the institution, so staffing and collection issues must also

be addressed (Khadraoui, 2019).

However, the affordances of technology allowed for a radical shift that changed how
visitors use museum spaces and how museums interact with their audiences (Fisher & Adair,
2011; Goins & Egert, 2013; Kelly, 2013). Beyond tagging museums in selfies, audiences can
share their knowledge with museums through online discussions or give their opinions to both
museum staff and other social media followers (Russo et al., 2007; Simon, 2011). This is a
fundamental break with the traditional role of the museum as the sole interpreter of the objects in
its collection. Instead, many different voices can be recognized (Gurian, 2010; Russo et al.,

2007; Wong, 2012). Social media has facilitated a break with traditional roles and contributed to
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a greater movement within museum administration to share authority, increase audience
participation, and change from “...being about something to being for someone” (Weil, 1999, p.
229). For example, the Museum of the History of Polish Jews created a social forum that invited
people to share text, photos, videos, etc., about Jewish life in Poland (Wong, 2012). This kind of
content invites visitors to share their own cultural codes and, potentially, to reinterpret the ways

museums traditionally code objects in their collections.

The key part of what social media has brought to museums is the potential for larger
numbers of people to construct, in collaboration with the institution, their own meaning
grounded in their identities, knowledge, and life experiences (Hooper-Greenhill, 2007; Russo et
al., 2007). Audiences now have the power to extend what museums offer by including their own
content and can even disagree with the views of the institution through comments, which may
serve to increase the relevance of museums (Russo et al., 2009; Wong, 2012). For example, the
Flickr Commons, started by the Library of Congress, allows people worldwide to comment, tag,
and annotate historical photographs (Wong, 2012). Today, with Instagram, Twitter, TikTok, and

Google Arts and Culture, the possibilities for public involvement have only expanded.

Some recent studies have revealed that, in practice, audiences do curate and share
museum content that’s relevant to them via social media. In a case study on Instagram use in an
exhibition, Budge (2017) found that visitors used the platform to account for and document their
visit, highlighting specific objects. This finding aligns closely with Villaespesa and
Wowkowych’s (2020) case study of Instagram Stories and Snapchat, which found that visitors
shared photos of objects that were relevant to their backgrounds to persuade friends and family
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to visit. In this way, social media highlights what is relevant to visitors. Budge and Burness
(2018) emphasized the importance of visitor agency when sharing via Instagram. Because
visitors focused on photographs of particular objects, the authors argued that Instagram is a valid
tool for engagement in the museum space. Budge (2018a) argued that the act of taking a photo
and making a post is a reflective process that is a form of sense-making that integrates real life
with the virtual to create “a social sense of the museum that is participatory and alluring” (p.
107). In a study of Instagram use in an immersive museum environment, Budge (2018b) found
that using the platform in the exhibit space “...offer[ed] a moment to play with and subtlety
reconstruct the self with place being a significant contextual frame for this activity” (p. 135). In
this way, visitors are using social media to construct and share what is relevant to their identities
and to reflect on their museum experiences. For museums, social media has the potential to

provide snapshots of audience learning and cultural values.

These recent findings point to how museum audiences are using social media to help
construct their sense of self and share what is relevant to them (Budge, 2017, 2018b, 2018a;
Budge & Burness, 2018; Villaespesa & Wowkowych, 2020). These findings are particularly
relevant in the context of The Museum Challenge. The fun and creative images shared on
Instagram during the challenge were playful, as Budge (2018b) found, but also potentially
deliberately chosen to represent their identities and backgrounds. While there have been a
number of qualitative studies on museum visitor-contributed Instagram content since the
platform’s launch in 2010, the majority of the studies were conducted on posts made about a

specific exhibition, experience, or institution. TMC offered the rare opportunity to select any art
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from anywhere. This study seeks to build on this body of literature by contributing an
examination of a large-scale campaign to understand how participants represented their

individual and group identities in contributing to social media without institutional boundaries.

The Museum Challenge in the Context of the Pandemic

Since TMC started during the pandemic, it was one of the many campaigns museums
leveraged on social media to reach audiences while they were closed due to the lockdown
restrictions. Museum social media during the COVID-19 pandemic became more participatory,

as evidenced by content like TMC.

TMC was created at a time when museums were closed to the public, so social media and
technology were the only way to engage with museums (Dawson, 2020; Feinstein, 2020). At the
time, museum social media offered a reprieve from the stresses of pandemic life with humorous,
calming, and participatory content. TMC was started in mid-March 2020 by Anneloes Officier, a
communications assistant outside of the cultural sector. However, TMC relied on museum online
collections and was quickly supported by The Getty and The Met, among others. TMC was one
of many campaigns and challenges that encouraged people during the pandemic lockdowns to
make art at home and share it. While re-creating art and posting it on social media was not a new
idea — #re-createart and #mettwinning existed on Instagram before the pandemic — TMC was one
of the most viral of these many interactive social media campaigns and more specifically
connected to museum content than some of the previous hashtags (Dawson, 2020). TMC was
taken up by artists, families, people in care homes, teachers, and school children across the world

(Adams, 2020; Bishara, 2020; Goldstein, 2020; James, n.d.; Migdol, 2020; Singh-Kurtz, 2020;
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Waldorf & Stephan, 2020). Between mid-March and early July 2020, there were at least 129,494

public posts to the five most popular hashtags connected to TMC on Instagram alone.

Ebben and Bull (2022) conducted an interpretive analysis of posts and hashtags observed
from March 2020 to November 2021 to #gettymuseumchallenge. As participants worldwide re-
created art and added it to social media, they re-interpreted and changed their relationship with
art by representing themselves in place of the original figures and by searching for often lesser-
known artworks from the Western cannon that feature people of color (Ebben & Bull, 2022).
Ebben and Bull (2022) found that the images in TMC represented the racial and cultural
diversity of today’s society, with people of color, people with disabilities, and LQBTQIA+
identities filling in for the majority white and heterosexual figures in many historic Western
originals. Their findings also point to how some participants did extensive collections research to
find artworks that represented their own identities. Of these, they noted the work of the Black
British opera singer Peter Brathwaite, who meticulously re-created many works featuring Black
subjects and recently published a book of his re-creations with The Getty (Brathwaite, 2023).%°
As participants fearlessly represented their own identities, they demonstrated a powerful sense of
agency “as social actors and art creators” who threw “conventional hierarchies” on their head
(Ebben & Bull, 2022, p. 16). While Ebben and Bull’s (2022) study was based on interptretive

analysis, my study uses interview data to understand why they chose to represent their identities

20 The curator of an exhibition of Peter Brathwaite’s work, Visible Skin (10 September 2021 - 18 February
2022), at King’s College, London, participated in this study.
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and what they intended to represent. As a multiple methods study, I also offer a quantitative

overview of the types of art re-created on a global scale.

Methods

Like Chapter III of this dissertation, this chapter employs a multiple-methods approach.
This method was chosen to find the trends in a large body of data and to ensure the rich detail
available in participants’ posts and interviews was not lost. This chapter relies on two sources of
data: two purposeful samples of 100 posts taken from 81,086 Instagram posts collected in 2020
and interviews with 16 participants in the challenge, instigators, and museum staff. [ used
quantitative analysis on the posts and deductive and inductive qualitative analysis on the post
samples and interviews. The data collected in this chapter is subject to the same statement on
ethics included in Chapter III, which focuses on the fact that because I did not seek informed
consent to download and analyze participants’ Instagram posts, I have amalgamated and
anonymized post data. Interviewed participants are represented as they requested, usually with

their Instagram usernames. Figure 19 illustrates the data collection and sampling processes.

Data Collection

The first data set was purposely sampled from 129,494 Instagram posts I collected
between mid-March and early July 2020. These posts were made to at least one of five hashtags
associated with The Museum Challenge. The hashtags #tussenkunstenquarantaine and the

English translation #betweenartandquarantine were created by the challenge’s founder. The other
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three were used by The Getty (#gettymuseumchallenge and #gettychallenge) and The Met

(#mettwinning) to encourage their followers to participate.

Figure 19: Diagram of sampling processes with the triangle representing each sample of 100
posts.

129,494 posts [N Data cleaned

with a Python
collected script. ve

« Sampled for

81,086 unique [k
commented

posts post per
username.

37’001 most o Posts filtered
commented for English-
posts per user [EERAL

17,525 English ¢ The final set

to sample
posts from.

17,525 posts randomly selected from three groups

1. Users who made 1 post = 75%
of sample

2. Users who made 2-
10 posts = 23% of

As illustrated in Figure 19, the 129,494 posts were cleaned and sampled in a four-step

process to create smaller samples for qualitative analysis. 1) The post data were processed with a
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Python script to remove duplicates, resulting in 81,086 posts. 2) These 81,086 posts were
sampled to collect the most commented-on posts for each unique username, resulting in 37,001. I
sampled the most commented-on posts because the number of comments is a common method of
measuring engagement in museum social media campaigns (Claire Lanier, personal
communication, October 18, 2020). 3) Non-English posts were filtered out using Google Sheets’
language identifier and then checked by hand, resulting in 17,525 English posts. 4) The
remaining posts represented a mixture of users who only contributed one post and those who had
contributed high numbers. To allow for the fact that there may be differences in how these
participants engaged and that there were considerably more single posts, these 17,525 posts were
then sorted into three categories: A) users who had made one post during the data collection
period, B) those who had made 2-10 posts, and C) those who had made 11 or more posts. To
ensure that each group was proportionally represented in the samples of 100 posts the proportion
of each to the total was calculated. Since 75% (13,144) were taken from users with 1 post, 75
were randomly sampled. Since 23% (4,031) were from users with 2-10 posts, 23 were randomly
sampled, and, since 2% (350) came from users with 11 or more posts, only 2 were randomly
sampled. After two sets of 100 posts were proportionately sampled, saturation was reached and
no new themes emerged (Creswell, 2002) — this process is discussed in further detail in the Data

Analysis section.

The second data set comes from 16 interviews conducted between October 2020 and June
2022 with staff from hosting museums or institutions (2), independent individuals who instigated

the challenge online or curated content TMC (3), and participants (11). The staff interviews were
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conducted with two members of The Met’s social media team. Other museums who promoted
the challenge on their social media accounts or hosted related exhibitions were invited to
participate, but either did not respond or were unable to participate. Two interviews were
conducted with Anneloes Officier, who started the first hashtag associated with the challenge,
and The Museum Wallas, who created a version of the challenge in India. A third interview was
conducted with a curator of an exhibition of art re-creations. Eleven interviews were conducted
with participants in the art re-creation challenge. These were one hour long and conducted via
Zoom in English with users in the United States, Europe, the Middle East, Africa, and Asia. |
selected the initial participants for interview by looking for users in my sample who had
contributed more than the average number of posts (26) because, due to their high level of
interest in TMC, they were not only more likely to reply to requests than users with only one or
two posts but having made so many re-creations they were more likely to be able to give a rich
and detailed interview. In a snowball sampling approach, each participant was asked to suggest

others who might be interested in participating in my study (Bogdan & Biklen, 2016).

Using a semi-structured interview protocol, I asked all interview participants to reflect on
their participation or role in the art re-creation challenge. I asked them to consider why they
chose to participate, how they selected the artworks they re-created or posted on Instagram, and
their strategies in either curating or re-creating. For this paper, there were three particularly
important interview questions. The first of these questions was if they viewed any of their re-

creations as having links to their backgrounds, either personal or cultural.
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The other two key questions focused on asking participants to discuss sample re-
creations. | asked participants to select a favorite post. This technique of photo-elicitation (Rose,
2016) has been used by Villaespesa & Wowkowych (2020), Mills et al. (2018), Ahn et al.
(2018), and others in the study of social media posts to understand users’ goals and priorities in
posting, and, in this case, to try to understand any links to how they conceptualized their

individual or group identities in relation to their favorite posts.

To try to ensure any links to identity were addressed, I also pre-selected posts to ask
about in the interviews that stood out as potentially having strong personal or cultural
connections. However, to ensure that participants were still able to self-define their individual
and group identities in relation to the pre-selected images, [ was open to the fact that participants
might not draw these connections in the interviews. My questions about the pre-selected posts
were open-ended, focusing on why they selected the image and the props, and their process for
making the re-creation. I asked follow-up questions if their initial answer connected to identity,
but I did not initially ask them directly to draw these connections. These pre-selected posts were
selected from the posts collected in 2020 based on the number of likes and comments, the
participants’ choice of artwork to re-create (i.e., uniqueness, complexity), the post text, and the
props and collaborators included in the re-creation. It’s important to note that, unlike the posts
from the samples, I was able to include the comments in the data collection, providing a valuable
resource to objectively understand how followers engaged with posts. The interviews and the 2-3

of the posts discussed in each interview were recorded, transcribed, and coded in Nvivo. If there
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were more than 3 posts discussed in an interview, the posts chosen had the strongest connections

to individual and group identity.

Data Analysis

As stated previously, this paper addresses the research question: In what ways did
participants in a social media challenge to re-create art incorporate topics related to their
individual and group identities, and what were their goals in doing so? The findings in this
chapter are based on qualitative and quantitative analysis of the purposeful post samples and
qualitative analysis of the interview data. First, the two post samples of 100 were analyzed using
descriptive statistics for the location of the poster, geographic origin of the original artist, and
distribution of specific qualitative codes in the post samples (i.e., choices of how identities were
represented). The location of the poster and the geographic origin of the original artist are two
ways to consider the diversity of the participants and the artwork they chose. As indicated in the
literature review, Western art by white males dominates most European and American museum
collections, so considering the degree to which this kind of art was popular in a global challenge
could disrupt or provide further evidence of its cultural hegemony. The distribution of qualitative

codes was considered quantitatively to give a sense of the significance of the trends.

Second, the semi-structured interviews were coded using an approach grounded in
content analysis to find themes associated with my research questions (Rose, 2016). This
approach has also been taken by other researchers working with museum-related social media
content to understand the rich range of themes that are contributed by museum visitors in social

media posts (Budge, 2018b; Villaespesa & Wowkowych, 2020). With such a wide range of
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qualitative data types (i.e. images, Instagram post text, interviews), taking a conceptual approach
to content analysis allowed me to examine the emergence of themes across the different data
sources. To bind my analysis to my research questions, I created the pre-defined or deductive
codes in Table 5. These codes were created to understand who is being represented, why, the
goals for doing so, and the methods of representing them (i.e., image, post text, etc.). The data
was then inductively coded for sub-themes, allowing for nuances to emerge within the themes
(Bogdan & Biklen, 2016). After the first coding round was completed, the data was recoded
using the codes that had emerged during the first round to ensure codes were used consistently

across all three qualitative data sources.

Table 5: Data points and deductive analysis categories.

Data Points of Analysis: Individual Identities and Representation
Points Identity Reasons for Methods of Goals of
Representation | Representation | Representation | Representation

2 x100
Post
Samples
Interview
Data

The two post samples were treated differently than the interview data. The post samples
were deductively and inductively analyzed for code saturation to make sure further samples were
not needed (Hennink et al., 2017). The concept of saturation is part of Glaser and Strauss’ (1967)
work on grounded theory. It describes “...the point in data collection when no additional issues
or insights emerge from data and all relevant conceptual categories have been identified,

explored, and exhausted” (Hennink et al., 2017, p. 592). To achieve saturation, I took two
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random samples of 100 through the process described earlier and qualitatively coded them and
the associated images using the codebook in Table 5. Since no new codes were added after the
second sample, saturation was achieved. This process was verified by a second coder who coded

10% of each sample and verified that saturation was achieved.

At this stage, 10% of my interview data was second-coded independently, and any
discrepancies were discussed until a consensus was reached. I then undertook a second round to
verify the use of codes according to guidelines agreed with the independent coder. Once coding
was complete, the results from the two data sets were compared to see if there were differences
in what participants shared in the posts versus the interviews. An important part of the second
coding process was ensuring that the samples taken from the post data had met saturation, with

no new themes emerging (Hennink et al., 2017).

Analytic memos were written for each emerging theme, combining the data across the
two qualitative sources (i.e., the samples, interviews), but making notes where one data source
contributed more significantly than the others. A secondary memoing process was completed by
comparing and summarizing across the emergent codes. The final memos targeted the research
question by focusing on individual and group identities and why the re-creators included them.
The quantitative data is discussed in the Overview part of the Findings section. For the
qualitative section of the Findings, the two strongest examples of individual and group identity

representation were selected from the interview data as case studies.
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Findings

While deliberate group or individual identity representation was only found in 16.5% of
the sampled data, it is worth exploring how these individuals used identity representation to
democratize art interpretation through TMC. In this section, I first present an overview of the
trends based on a quantitative analysis of the types of geographic identities available in the post
samples. Second, I present two case studies emerging from the qualitative interview data that

hone into motivations for representing individual and group identities.

Overview

The post samples (n=200) were quantitatively analyzed to identify the types of
geographic identities available in the post samples as demonstrated in three ways: 1) the
available participant location data; 2) the identification of the country of origin, gender, and race
of the original artists; and 3) the strength of the representation codes in the data. Since
demographic data was unavailable and TMC had a global reach, I used location data to consider

the possible diversity and identities of participants and the artwork they re-created.

First, as presented in Chapter III of this dissertation, I found that the unique users in the
data downloaded from TMC (n=37,017) came from 128 countries, plus Antarctica. As such,
TMC gives us a unique opportunity to understand how the global spread affected the diversity of
the artworks and the individual and group identities represented. The post samples (n=200)
provide a better understanding of the number of posts from each country, which could not be

identified in the larger sample. In the post samples, the majority had location set as “NONE,” but
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27.5% (n=55) had identifiable locations. Posts from North America (n=27 or 53%) and Europe

(n=19, 34%) dominated that sample. The distribution by country can be seen in Figure 20.

Figure 20: Map showing the distribution of locations by country in the
sample data.

Seriesl

Second, to better understand the cultural origins of the artwork re-created in TMC, where
possible, I coded for the geographic origins, gender, and race of the original artists. In my
interview with TMC’s founder, Anneloes Officier, talked about how, as the challenge moved
around the world, the art participants re-created changed. For example, when TMC reached
South and Central America, Anneloes suddenly received a lot of re-creations of artwork by Frida
Kahlo (1907-1954), a female Mexican artist with a disability. Anneloes felt that this artwork was
popular to re-create because Kahlo’s intersectional identity reflected “what’s happening in
society.” Kahlo was the second most re-created artist in the samples analyzed, with 7 examples
out of 200 (3.5%). The only artist who featured more heavily in the samples than she did was

Johannes Vermeer with 9 re-creations (4.5%), but his frequency is likely at least partially due to
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the fact that Anneloes Officer launched the challenge with his painting Girl with a Pearl Earring
(c. 1665).

Figure 21: The artists selected for re-creation by geographic region (n=200).
Geographic Origin of Re-created Artists

African I 0.5%
Australian or Pacifican Islander I 1%
East Asian I 1%

South Asian . 2.5%

South or Central American - 3.5%

North American _ 10%
Unknown | 7%
European | 59%

However, as a female non-European artist, Kahlo is an anomaly in the data. As seen in
Figure 21, the artwork re-created was overwhelmingly European (n=117 or 59%), with North
American artists as a distant second (n=20 or 10%). A closer analysis of the European and North
American artists showed that the majority were white and male, with only eight female European
artists included and three from North America. Only one artist of color was included in the North
American sample (the African American artist Amy Sherald, born 1973). Potentially, a few of
the participants in the post samples made an effort to include the work of lesser-known female
artists, like the Italian Renaissance painter Sofonisba Anguissola (1532-1625). With this kind of
global reach, TMC demonstrated the extreme hegemony of white, male European and American

art. However, given the typical holdings of most art museums and since two of the hashtags
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analyzed came from Europe and the other three came from art museums with collections of

European and North American art, this finding is not surprising (Topaz et al., 2019).

Lastly, the post samples were deductively and inductively coded for instances where
participants mentioned in their post texts connections between the re-creations and their
individual or group identity or background or used the re-created to challenge historic and
contemporary Western societal norms (e.g., a female subject instead of a male). Only 16.5% of
the images or post texts were found to contain these kinds of references and content. However, as
seen in Table 6, of the qualitative codes analyzed, the challenging norms code was the most
prominent. In this code category, participants updated the re-created artworks with contemporary
values by challenging gender norms and representing different racial identities to that of the

original subject, with people of color often replacing white subjects (Ebben & Bull, 2022).%!

In the second most common representation code — identity representation (6%) as seen in

Table 6 — the posts provide clear examples of or stories about personal experiences, gender, race,

21 Due to the ethical issues of including images from the post samples, Figure 22 provides an example from
the interview data of how participants replaced the identities of the original sitter with their own.

Figure 22: [left] Norman Rockwell, Unknown Title, n.d. [right] © Artvsmari, A Pandemic World Christmas
(2020).
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and nationality. This code was usually applied when participants used fabrics, props, or wrote

post texts that represented something unique about themselves. For example, in one re-creation

of La Velata (1515) by the Italian Renaissance artist Raphael, the re-creator expressed in her post

text her pride over the fact that it unexpectedly turned out looking like a Desi work of art, which,

she explained, matched her own identity.

Table 6: Distribution of representation codes in post samples.

Representation Codes Number of Percent of total
occurrences | sample (n=200)

Challenging Norms 15 7.5%

Identity Representation 12 6%

Artist or artwork as a method of 4 2%

representation

Text as a method of representation | 2 1%

Total 33 16.5%

While not significantly represented in the data, re-creators deliberately selected certain
artworks or explained a link to their identity in the post text. In this way, they represented artists
from their region, representing artists of color or artworks featuring people of color, often

trolling through collections in search of such images (Ebben & Bull, 2022).

Case Studies

Two case studies are presented to demonstrate in greater detail the trends in individual
and group identity representation and address the research question: In what ways did
participants in a social media challenge to re-create art incorporate topics related to their
individual and group identities, and what were their goals in doing so? As indicated in the

previous section, those who clearly represented their identities in the posts were in the minority,
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but understanding more about why they chose to tell their stories — on group or individual levels
— and how they used re-creations as a platform is important to consider how museums can design
exhibitions and digital experiences to help participants share their identities, cultures, and
heritage backgrounds and promote appreciation for the identities, cultures, heritages of those

from underrepresented backgrounds.

In Chapter III of this dissertation, I found that TMC enabled individuals to democratize
the interpretation of art beyond the institutional voice. Of the 16 interviews conducted, I draw on
two here: The first shows how individual identity and experience influenced the interpretation of
art, and the second shows how instigators of TMC outside of Europe and North America
encouraged the representation of group identity. These case studies are drawn from two
interviews that particularly stood out in the memoing process as examples of conscious
individual or group representation: the individuals in these case studies used the re-creations as a
platform to share something about their personal or cultural background. They also produced

posts that shared some of this background information, which are included in the case studies.

Individual Identity: Ethelbustamante Re-creating the Artwork of Ida Applebroog

Ethelbustamante (Ethel) is a middle-aged Colombian artist living in Pisa, Italy. In the
interview, Ethel shared a little bit about her background and reasons for participating in TMC.

She had also lived in New York, Washington, DC, and Switzerland. She left Colombia at 19 to
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pursue an art career in New York, where she
relied on books and museums for her art
education because she could not afford to
study formally. She worked various jobs, had
a family, and, at the time of the interview,
considered herself to be an artist and
homemaker. Ethel learned about TMC from
a friend and became a significant contributor.

While she did not post them all on social

Figure 23: Post by Ethelbustamante: [left]
Ethelbustamante's re-creation (2020), [right]
Ida Applebroog’s Fancy Shoes series (n.d.)

media, she made over 600 re-creations
during 2020-2022, featuring mostly female
artists or subjects. Like most contributors, Ethel re-created as a lockdown activity. She spent a lot
of time alone due to the very strict lockdown restrictions in Italy and the fact that her husband’s
research at the hospital continued throughout lockdown. Ethel’s late mother had dressed up as
famous artists, so Ethel found that she had a deep connection to the re-creation process. This case
study focuses on one post by Ethel, which represented both mental health issues and a story of

personal female identity.

In the interview, it was clear that Ethel has a profound and lasting creative connection to
her late mother, referring to her as “my first muse.” The stories of her mother echoed throughout
her re-creations: her mother was present as a role model, creative inspiration, and in admitting

the complexities of mother/daughter relationships. In one re-creation — seen in Figure 23 — Ethel
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(left) depicted an artwork by Ida Applebroog (right). For Ethel, Applebroog’s story offered
parallels to her mother’s. Applebroog (1929-2023) was an American artist born in New York to
an Orthodox Jewish family as Ida Appelbaum, changing her name to Applebroog after she
married and divorced. Applebroog studied graphic design, married, and had a family while
working various art-related jobs. Her success as an artist started at the age of 44 with her first
solo show. Applebroog’s work explored issues of feminity and power in her work (Heinrich,
2023; Steinhauer, 2017). However, Ethel specifically chose to re-create several of Applebroog’s
works for much more personal reasons: Both the artist and Ethel’s mother had suffered periods

of mental illness.

Through her mother, Ethel recognized in Applebroog’s story the frustrations of a creative
woman filling the roles of wife and mother while also struggling with mental illness. Applebroog
was hospitalized for depression in 1969. Ethel’s mother was Bipolar and suffered a nervous
breakdown. While Ethel re-created several of Appelbroog’s pieces, the drawing shown in Figure
23 from the Fancy Shoes series had particular significance for her as she coped with isolation
during lockdown. In the post text accompanying this re-creation, Ethel explained why she chose

this piece:
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The story that Ethel tells in her post, combined with what she had shared in the interview,

situated the re-creation both within the context of lockdown and her relationships to two
significant women in her life, but also added the connection to the shared experiences of
isolation and mental health issues. In this example, she represented her individual identity and
issues that have impacted her life. Throughout the interview, Ethel shared stories of her mother
and how she was a source of inspiration and pain. Her mother had inspired Ethel’s interest in art,
which was part of how she had coped with being Bipolar. In interview, Ethel recalled how her
mother had dressed up as various artists, which helped Ethel feel deeply connected to her mother
while making her re-creations. Since Ethel’s interpretation of Applebroog’s work is closely
copied, it is difficult to tell through the image alone why she made the work and how much it
means to her. Through the post text and interview she was able to share the personal meaning

behind her interpretation.

Considering Ethel’s case in the context of the research question, Ethel chose art that
allowed her to connect with how she felt at the moment and tell something about her personal
story. In Ethel’s case, her deep connection to her mother and a combination of missing her and

honoring her memory drove many of her re-creations. Ethel’s goals in making these re-creations
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were often personal, as she reflected on in my interview with her. The loss of her mother a few
years before drove many of her re-creations, as she was still mourning that loss while honoring
the gift of creativity that her mother had given her. Ethel described herself in the interview as an
“open book,” so her post texts contained more details than most as she shared what she was
thinking and feeling in connection to each re-creation with her friends, family, and followers

around the world during the isolation of lockdown.

Group Identity: The Museum Wallas

The Museum Wallas was the name chosen by a group of four friends and colleagues in
India, who, in 2020, all worked as museum consultants. They saw the art re-creations on social
media through #tussenkunstenquarantaine and #gettymuseumchallenge and felt that re-creations
of Western art dominated these hashtags. They decided to make a version of the challenge that
asked participants to re-create Indian and Desi art. Desi refers to the cultures, languages, and
people of the Indian Subcontinent. In my interview with two group members, they described
their process for curating their version of TMC. They chose the name The Museum Wallas
because the term “walla, “wala,” or “wallah” is a suffix in Hindi, Urdu, and other Indo-Aryan
languages that describes a person who does a particular activity. The most well-known example
is that of a “chaiwalla,” which describes a person who serves tea. This suffix has a wide variety
of applications and, in this case, describes both the curators of the challenge as museum workers
and the role of those who participated. In late April 2020, they launched their challenge with a
re-creation of a Kalighat painting, as seen in Figure 24, and asked others to post re-creations of
Indian art:
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The magnificent #tussenkunstenquarantine and #gettymuseumchallenge have had us in
splits over the past few weeks. We’ve been seeing very little Indian art recreated though
and we’ve decided to join the fray with a limited edition series on #HomemadelndianArt.
Let’s show Indian artists some love, amuse ourselves, and finally, FINALLY, get out of
pyjamas into something fancier. Come join us! Drop us a message if you are struggling to

find an Indian artwork you’d like to recreate, and we’ll help you find one.

After launching the Indian version of TMC,
most of the posts they saw from participants were of
art by the two most well-known Indian artists — Raja
Ravi Varma (1848-1906) and Jamini Roy (1887-

1972). As two of The Museum Wallas discussed in

the interview, these two artists are household names

Figure 24: Post by The Museum Wallas:
[Left] Kalighat Painting, Calcutta (19th
Century), Woman Striking Man with
Broom. [Right] Re-creation © The
Museum Wallas (2020)

in India, and their artwork often appears on
calendars and other household items. Disappointed
by the lack of diversity of Indian artwork represented in the posts, The Museum Wallas did
extensive research, finding digitized images of Desi art in museum collections worldwide. Since
many museums in India do not have digitized collections, The Museum Wallas mostly relied on
images from collections in the US and Europe. They described in the interview how they created
a publicly shared Google Document with an extensive range of images for participants to choose

from.?? Participants would often send direct messages to the organizers to ask for suggestions

22 The exact number is unknown.
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from the list. While some participants posted on their own using the hashtags, others sent their
images to The Museum Wallas by email or direct message, and they generated captions and
posted for participants. They had a shared document where they collaboratively drafted captions

that were funny, light, and captured what was going on at the time.

In June 2020, almost exactly two months
after they started, The Museum Wallas stopped
their challenge. The COVID-19 restrictions were
starting to lift in India, and The Museum Wallas
were returning to work. The two group members

interviewed described how their challenge had

been featured in a couple of Indian art journals Figure 25: Post by The Museum Wallas:

[left] Amrita Sher-Gil, Two Women
and newspapers and had garnered some attention. (1936), [right] re-creation by The

Museum Wallas (2020)
When they stopped their challenge, The Museum
Wallas felt that they were successful in completing their goals to support participants to learn
more about Desi art and to represent their culture and identity in the context of
#tussenkunstenquarantaine and #gettymuseumchallenge. As one of the Wallas commented about
the re-creation in Figure 25, “Also, I think it was nice and very brown women in that work. And
both of us in that artwork are brown. So, I think that was something very nice. It is Indian.” Also,
as discussed in Chapter III of this dissertation, TMC participants, in general, re-created art that

they had the ability to re-create at home. It was no different in India. The Museum Wallas added

that the use of Indian art meant that participants had suitable props available: ““...[A] lot of the
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stuff that is in these pictures, we probably do have them in our house. So the fact that a lot of

them are wearing...saris, and we can pick those out.”

In the context of the research question, The Museum Wallas provide a very clear example
of creating a version of TMC to highlight their group identity with the goal of diversifying the art
re-creations on social media and highlighting art from their cultural heritage. Something that
particularly stands out is how, through the use of a Google Drive of Desi art and replying to
requests for image suggestions, they provided learning scaffolds to support their participants in
increasing their knowledge of Desi art. They not only made a few re-creations themselves to
support this goal, but they also encouraged and supported hundreds of participants across India

to do the same, inviting them to learn more about Desi art in the process.

Discussion

This chapter aimed to explore how and why participants in a social media challenge to re-
create art incorporated topics related to their backgrounds and identities on individual and group
levels. It also sought to understand the role TMC played in supporting the representation of
marginalized groups. Overall, these findings highlight the global dominance of Western art by
white men in TMC as is consistent with the literature (Topaz et al., 2019). While those who
challenged the white, male, Western hegemony were in the minority — they were there. The key
findings of this chapter speak to how and why they represented their identities in two ways: 1)
participants told their stories through their re-creations by re-creating images that triggered

memories and associations and by replacing the identity of the original subject with their own,;
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and 2) the lack of representation in TMC prompted a few participants to research art connected

to their cultural heritage.

This study looked at the post samples from three angles: the locations of the participants,
the geographic origins of the artists whose work was re-created, and examples of how
participants represented their individual and group identities. Through analyzing the geographic
origins of the artists whose work was re-created, I was able to tell the extent to which TMC’s
content was consistent with that of typical art museum collections. The geographic origins of the
original artists was in keeping with the prevailing trends in art museum collections and,
therefore, dominated by white European and American men (Topaz et al., 2019). While in the
minority, some participants updated the re-created artworks with contemporary values by
dressing across genders and representing different racial identities to that of the original subject,
with people of color often replacing white subjects (Ebben & Bull, 2022). In alignment with the
findings from Chapter III of this dissertation, TMC enabled participants to democratize
interpretations of artworks beyond the institutional voice and is an example of enabling museum
audiences to shift from being viewers to interpreters. However, if re-creators wanted to be
interpreters of art by underrepresented artists, in most art museum collections, they would often

have had to undertake research or know where to find it.

The two case studies offer detailed examples of how participants represented their
individual and group identities. In the first case study, Ethelbustamante showed how, through re-
creating art, participants could share personal stories, often in ways that do not immediately align

with the image. Without Ethel’s post text and the supplemental interview data, it would have
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been difficult to understand the depth of her connection to this image and her associations with
it. It’s likely that many of the participants in TMC had personal connections or told stories
connected to their identities through their re-creations, but without speaking to them or asking
them to write about it, it is difficult to know as an outsider. This presents an ongoing challenge
for museums because, for the most part, they must #7ust that these connections are happening.

Unless visitors explain, museums can’t see, understand, or capitalize on their connections.

In the second case study, The Museum Wallas’ adaptation of #tussenkunstenquarantaine
to represent Desi art and identities is an excellent example of how social media can serve as a
useful platform for engaging with art because of its flexible and interpretable nature. The
Museum Wallas added re-creations of Desi art to a global phenomenon, filling a gap in cultural
representation. The disparities noted in the literature make the findings of this study more
impressive as it shows the depth of the research undertaken by underrepresented participants
who wanted to find art that better represented their individual and group identities. The database
of Desi art that The Museum Wallas created represented a considerable amount of work finding

relevant images in digitized collections worldwide.

To address these findings within the context of Hall’s theory of representation, those who
represented individual and group identities through TMC contested representation from within
(Hall, 2013a). The detailed research demonstrated by The Museum Wallas contested
representation from within and traversed the boundaries of individual collections worldwide. By
adding a bespoke version of TMC for Desi art, they challenged the hegemony of Western art and
represented their culture beyond the binary of positive or negative images. Others who
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challenged the identities in the original artworks by simply being themselves, whether of a
different race or gender identity, also contested representation from within. As a demonstration
of the power of social media to represent what is relevant to individual and group identities and
to democratize art interpretation without institutional rules, TMC reminds us that while the
majority might not offer alternatives, supporting those that do challenge the status quo can lead

to valuable outcomes.

Implications for Museums

Currently, many museums are seeking to improve inclusion through better representation
of non-dominant identities in their collections and exhibitions. Beyond the obvious need to
diversify art museum collections, this study contributes to understanding how participants in a
social media challenge used their posts to actively represent their individual and group identities.
Understanding more about what museum audiences can contribute may help museums plan for
what audiences will find in the gaps in collections and support audiences to interpret art through
their own stories. The findings of this study specifically speak to how museums can help
audiences to find the art that is relevant to their identities through scaffolding access to their
collections. When museums posted on social media about the re-creation challenge, they often
referenced a link in their bios that would lead to their online collections. This study shows that
scaffolding the search process by assembling online exhibitions or providing lists of specific
artworks that connect to diverse identities in museums can help audiences find what is relevant

to them.
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Limitations

There were three limitations in the data analysis of this chapter. First, as with Chapters III
and V of this dissertation, a significant limitation was that I could only analyze English posts.
This may have affected the diversity of participants and the art, as well as the number of posts
coming from outside the US and Europe. However, this research is significant within the context
of American and European art museums, where my work as a practitioner is situated. Second,
while I could download data on participants’ locations and identify most of the original artists
represented in the samples, I could not gather demographic information (i.e., race, age, gender
identity, etc.) about the contributors. This is a limitation in discussing the topic of representation
because we do not know how participants identified. Therefore, I cannot say whether TMC was
more representative of population demographics than that typically seen in US and European
museums. Third, as a white Irish American heterosexual female, it is possible I did not

understand all the personal and cultural cues in analyzing contributors’ stories and re-creations.

Conclusion

This multiple-methods study explored how participants in a social media challenge
expressed their individual and group identities through their art re-creations. It honed in on a
finding from Chapter III of this dissertation by considering one way that participants
democratized interpretations of art. While those who purposely (and clearly) represented their
identities were in the minority, their acts of representation were significant in challenging norms
and, in a few cases, offered extensive research into art related to their cultural backgrounds. It is

an example of audiences telling museums what they want and what’s important to them and
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encouraging them not just to include but also champion non-dominant art and identities (Ebben

& Bull, 2022).
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Chapter V/Paper 3. Bucking the Trends: Applying and Expanding Funds

of Knowledge in a Social Media Challenge to Re-Create Art

The traditional approach to learning in art museums has been to provide audiences with a
single expert-led institutional voice and not to allow space for audience engagement or dialogue
with the institution (Eisner & Dobbs, 1988; Falk et al., 2011; Hein, 1998; Hooper-Greenhill,
2007; Simon, 2010). However, the advent of the internet, particularly social media and mobile
technologies in the early 2000s, shifted the very nature of institutions and how they interact with
their audiences (Kelly, 2013; Simon, 2010). The ubiquity of technology amplified pre-existing
discussions about the benefits of moving from expert-led narratives to a democratized approach
with multiple voices and perspectives achieved by allowing visitors and users to participate and
contribute content (Arnaboldi & Lema, 2021; Black, 2005, 2018; Russo, 2011; Simon, 2010).
The affordances of social media offer a potential for dialogue that traditional expert-led
communications do not allow, shifting the museum from the traditional role of sole interpreter of
their collections to sharing the interpretations of objects with visitors and online communities
(Fisher & Adair, 2011; Russo et al., 2007; Simon, 2010). These participatory communications
offer a shift in museum learning, where rather than informing audiences about the objects,
museums act as mediators between people and objects and become advocates “...for knowledge
as the province of the people, not the sole property of the great institutions” (Freedman, 2000, p.

303 as cited in Russo et al., 2008).
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Since social media offers the opportunity for audiences to share and curate their museum
experiences, understanding what they share and why can help provide insight into what they
value and how they relate to museum exhibitions and programs (Budge, 2017, 2018a; Budge &
Burness, 2018; Shapiro & Hall, 2018; Villaespesa & Wowkowych, 2020). Furthermore, because
posts highlight what in the museum they connect to, understanding social media posts can also
provide insights into visitors' backgrounds and the knowledge and interests they bring with them
to the museum (Budge, 2017, 2018a; Budge & Burness, 2018; Shapiro & Hall, 2018; Villaespesa
& Wowkowych, 2020). However, as was found in Chapter IV of this dissertation, it can be
difficult to understand what drives and is intended by audience social media posts. Texts
accompanying posts are not always clear to outsiders, and some post types, like Instagram
Stories, do not usually include contextualizing descriptions. Understanding what is relevant and
gaining insights into how audiences relate to art is valuable for evolving museum experiences to

match audience needs and provide better learning opportunities.

This qualitative study explores a pandemic-era social media challenge to re-create
artworks from museum collections with household materials. The challenge — referred to here as
The Museum Challenge (TMC) — was started by Anneloes Officier in Amsterdam during the first
week of the COVID-19 lockdowns. At the time, Anneloes was a 31-year-old communications
assistant working outside the cultural sector. While TMC was not started by a museum, within
days, it was picked up by institutions and promoted to their social media followers. Some, like
The J. Paul Getty Museum in Los Angeles and the Metropolitan Museum of Art in New York,

used their hashtags to promote the challenge. Others used those created by Anneloes. With

145



hundreds of thousands of posts to these hashtags, which are still active four years after its
inception, this challenge is arguably one of the most successful art-related social media
campaigns ever. By posting images of art they re-created, TMC offered democratized or
“polyvocal” interpretations of art, as found in Chapter III of this dissertation (Ebben & Bull,
2022; Taylor & Gibson, 2017, p. 408). This chapter uses qualitative interview data to examine
how their backgrounds informed their approach to TMC and their interpretations of the artwork

they re-created.

In particular, TMC provided an opportunity to understand participants’ funds of
knowledge — the social, historical, cultural, and linguistic practices embedded in visitors’ lives —
that they bring to the museum context (Mills et al., 2019; Moll et al., 1992; Moll & Gonzélez,
1994). Through qualitative interviews, I gained insight into how participants applied and
expanded their funds of knowledge through an art-based social media challenge. In particular, I
examined funds connected to culture, artists, art history, creative practice, and museums. Since
TMC reached a global audience, the study included a range of participants from dominant and

non-dominant backgrounds. I sought to answer the following two research questions:

1. In what ways did participants in a social media challenge to re-create artworks
apply their art-related funds of knowledge?
2. In what ways did participants in a social media challenge to re-create artworks

expand their art-related funds of knowledge through their involvement?
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By situating this study in a participatory social media challenge that featured online
museum collections, I found three key things: 1) in making and posting art re-creations,
participants primarily applied their funds of knowledge in art and art history, artmaking,
professional and creative practice, and from their families; 2) participants also expanded these

funds; and 3) participants transferred creative skills across contexts.

In doing this research, I acknowledge that innovative and inclusive approaches to
technology and social media cannot stand alone and must be part of wider institutional change
(Khadraoui, 2019; Wong, 2012). Like museums, social media platforms are not culturally neutral
spaces (Bennett, 1995; Booth, 2014; Taylor & Gibson, 2017). Even on social media, the issues of
power that originally created the museum and its collection remain in play, and social media’s
ability to reach a larger audience should not be confused with being more diverse and democratic
(Booth, 2014; Wong, 2012). The value of social media is that audiences can now share what they
value, and those values may differ from institutional views (Russo et al., 2009). In addition to
over a hundred thousand social media posts, TMC generated books, exhibitions, articles,
billboards, merchandise, and more. The chord it struck with participants and institutions has
lived beyond the pandemic and, as Ebben and Bull (2022) noted, was an example of audiences
telling museums what they want. This dissertation chapter examines TMC to understand how the
participants drew on and expanded their funds of knowledge, offering non-expert interpretations

of art in the process.
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Literature

A funds of knowledge approach guides this analysis of interviews with participants in
TMC. While funds of knowledge as a concept has not been frequently applied in museums or
social media studies, the concept has widely been used in formal education research to help
curricula become more culturally relevant and, therefore, more engaging to students, especially
those from underrepresented backgrounds (Moll et al., 1992; Moll & Gonzalez, 1994; Ramos &
Kiyama, 2021; Vélez-Ibafiez & Greenberg, 1992). Understanding and building on students’
funds of knowledge are now considered a crucial part of culturally responsive and culturally

sustaining pedagogical approaches (Alim & Paris, 2017; Gay, 2000; Paris & Alim, 2017).

Due to the recognized need for art museums to be more relevant to historically
marginalized groups, taking a funds of knowledge approach in art museums may help support
this change (Falk & Dierking, 2018; Simon, 2016). However, there are only a few studies on the
use of funds of knowledge that have touched on art and cultural funds (Barton & Tan, 2009;
Gonzélez et al., 2001; Moll et al., 1992; Hensley, 1994, as cited in Moll & Gonzalez, 1994). As a
result, this chapter explores a new space: There have not been any previous studies of TMC or of
other participatory arts-based social media campaigns that applied a funds of knowledge lens to
the analysis. In the sections below, I first present a brief background section on the historical
origins of funds of knowledge. Second, since there is no body of literature that combines
museums, participatory social media, and funds of knowledge, I consider literature from three
more widely overlapping areas: creative practice, social media, and museums. However, the

application of funds of knowledge in these areas is still limited.
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Origins and Conceptualization of Funds of Knowledge

This chapter seeks to understand the funds of knowledge participants in TMC applied and
expanded through re-creating art and posting on social media. To achieve that goal, it is helpful
to understand how the funds of knowledge approach emerged and was initially conceptualized.
The term “funds of knowledge” refers to resources available in learners’ communities “...that
can form the bases for an education that addresses broader social, academic, and intellectual
issues than simply learning basic, rudimentary skills” (Moll & Gonzélez, 1994, p. 441). The
word “funds” was used initially by Wolf (1966) to describe the resources and knowledge held by
households and their social networks to manage their finances. Vélez-Ibaiiez and Greenberg
(1992) added “caloric funds, funds of rent, replacement funds, ceremonial funds, social funds” to
Wolf’s definition (p. 314). In a series of papers in the late 1980s and 1990s, Vélez-Ibafiez and
Greenberg established the concept of funds of knowledge in anthropological research on US-

Mexicans living near the border (Vélez-Ibafiez, 1988; Vélez-Ibanez & Greenberg, 1989, 1992).

In the early research on the approach in a US-Mexican community, funds of knowledge
were identified related to home building and maintenance, repairing mechanical devices,
techniques for planting and gardening, cooking, and many other everyday practices (Moll et al.,
1992; Moll & Gonzalez, 1994; Vélez-Ibaiez, 1988; Vélez-Ibanez & Greenberg, 1992). The
funds of knowledge identified were often tied to activities that have been “.. historically
accumulated and culturally developed bodies of knowledge and skills essential for household or
individual functioning and well-being” (Moll and Gonzélez, 1994, p. 443). Vélez-Ibanez and

Greenberg (1992) also found that the funds of knowledge in the community that they studied
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Figure 26: Moll et al. (1992)'s table showing a
sample of household funds of knowledge.

reflected both the history of the community
and the changes over time. The funds of
knowledge they found were dynamic —
expanding, evolving, and transferring across
households and generations (Vélez-Ibafiez
& Greenberg, 1992, p. 317). Their funds of
knowledge enabled these US-Mexican
communities to be true to their culture and
create a “cultural matrix for incorporating
new understandings and relationships in a
‘Mexican’ way” (Vélez-Ibanez &
Greenberg, 1992, p. 329). Figure 26
includes some of the funds of knowledge

Moll et al. (1992) identified in households.

V¢élez-Ibanez and Greenberg (1992)
pointed to the concept’s potential
importance in education policy, instruction,

and teacher training, and Moll et al. (1992)

started to apply the concept directly to studying its value in educational settings. Moll and

Gonzélez (1994) encouraged teachers to gain knowledge of the communities that their students

came from through home visits. These authors recognized that it may be difficult for teachers to
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acquire knowledge of all their students’ cultural resources. They advised teaching through
inquiry-based activities to create space and opportunities for students to draw on their funds of
knowledge (Moll and Gonzélez, 1994). One point worth highlighting is that funds of knowledge
emerge from the practices of everyday life, including home repairs, cooking, sewing, jobs, and
community and religious practices; therefore, they are not the same as prior knowledge
(Gonzalez et al., 2001). Research that seeks to apply a funds of knowledge approach in mostly
preK-12 settings has been successful in challenging existing power structures, bridging
community and school knowledge bases, shifting from deficit approaches to asset-based
approaches, and presenting culture as more complex than the stereotypical and static views (Moll
et al., 1992; Moll & Gonzilez, 1994; Ramos & Kiyama, 2021). Developing strategies to
understand the funds of knowledge brought by audiences to museums and museum social media

may help form similar bridges between institutions and their communities.

Funds of Knowledge Identified Through Creative Practice, Social Media, and Museums

Since the funds of knowledge concept was first formulated, it has mainly been applied in
research on PreK-12 settings (Ramos & Kiyama, 2021). The following three sections look at
areas related to TMC where a funds of knowledge approach has been taken, including work in
creative practices in schools, on social media, and in museums. Since my study represents a
hybrid of all three of these areas, in each area, I identify the gaps in the literature that are relevant

to this chapter.
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Funds of Knowledge & Creative Practice

Since little prior research has been done on funds of knowledge outside of classrooms,
this section draws on findings from formal education research to build the broader context for
identifying funds of knowledge through creative practices. The studies included either focus on
the classroom environment or the bridge that researchers were building between teachers and the

communities and families whose children they taught.

Studies that bridge community and classroom settings sometimes use a creative outlet —
like writing or photography — to access and understand the available funds of knowledge
(Marshall & Toohey, 2010; Ramos & Kiyama, 2021). Several of the studies investigating funds
of knowledge in science, math, and literacy education use examples of artistic and cultural funds
but do not always specifically label them as artistic or cultural funds of knowledge (Barton &
Tan, 2009; Gonzalez et al., 2001; Hensley, 1994 as cited in Moll and Gonzalez, 1994; Moll et al.,
1992). For example, in research on bridging classrooms and communities, Gonzalez et al. (2001)
worked with a teacher to identify mathematical funds of knowledge in local households, drawing
on a case study of a seamstress. Working with an accomplished US-Mexican seamstress, the
research team realized that she had advanced mathematical knowledge grounded in practice but
that her knowledge and language existed outside of “the constructed hegemony” of academic
mathematics (Gonzalez et al., 2001, p. 124). While Gonzalez et al. (2001) were seeking to fill a
gap in the literature on bridging mathematical funds of knowledge between classrooms and
households, the focus on mathematical funds of knowledge meant that the researchers were less

focused on other funds that were potentially present, including creative funds of knowledge
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demonstrated by the seamstress’ clothes-making. This example demonstrates the gap in how

cultural and creative funds of knowledge are addressed in existing research.

Some examples from literacy education show that incorporating creative practices offers
rich opportunities to learn more about students’ home environments (Dyson, 2001; Kendrick &
MacKay, 2002; Marshall & Toohey, 2010; Shaw & Valerie, 2018). Teaching practices that
incorporate cultural artifacts and creative activities provide opportunities for learners to
demonstrate their social and imaginative lives (Dyson, 2001). Some literacy scholars additionally
acknowledge the importance of the “remix” or “tak[ing] cultural artifacts and combin[ing] and
manipulat[ing] them into new kinds of creative blends” as a way of accessing cultural knowledge
through a form of writing practice (Dyson, 2001; Knobel & Lankshear, 2008, p. 22; Varga-
Dobai, 2018). Digital technology has augmented the rise of remixes, making it much easier to
combine pre-existing content through editing images, film clips, or music together (Knobel &
Lankshear, 2008). What stands out about how Knobel and Lankshear (2008) described the digital
remix is that learning the skills to create a quality product and knowledge of the creative process,

not just literacy skills, were valued.

Knobel and Lankshear’s (2008) approach to teaching both the creative process and
literacy is similar to that of Arts Integration. Arts Integration is a technique that uses the creative
process to teach an art form and another subject area simultaneously. Through the making
process, students both “construct” their knowledge and “demonstrate understanding” of both the
art form and a core curriculum subject (Silverstein & Layne, 2010, p. 1). This approach has

allowed students to bring their knowledge of visual art, music, films, and many other cultural
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resources to the classroom. Arts-integrated lessons can help marginalized students to “build a
shared understanding of the complexities of their community and gain an empathic
understanding” (Overby et al., 2022, p. 23). Overby et al. (2022) discussed how through
discussing art by underrepresented artists and creating their own art, students can bring their
cultural and lived experiences to both art classes and core curriculum subjects like science, math,

and literacy.

While the existing literature points to the importance of creative practices and cultural
artifacts in drawing out students' funds of knowledge and connecting them to their home
cultures, there are only a few papers on this in the PreK-12 context. This chapter offers one
contribution from a creative, informal learning activity to explore the value and limitations in

taking a funds of knowledge approach to analyze a creative practice seen mostly on social media.

Funds of Knowledge in Social Media

My study draws on the affordances of social media tools to connect to users’ funds of
knowledge; however, there has been little prior work in this area. This chapter was partly
inspired by my work as a research assistant on the Science Everywhere (SE) project, which co-
designed a closed-network app for learners to use in making scientific observations in the SE
after-school program. Some research from this project focused on how social media can draw
attention to learners’ actions and funds of knowledge that might otherwise be overlooked (Mills
et al., 2019). This small body of prior work revealed to me the potential of social media sharing
for “illuminating” participants’ funds of knowledge by providing further insight into their

learning processes and seeing how these funds can bridge learning settings (Mills et al., 2019).
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In a study that examined how children used the SE app to bridge home, school, and
informal learning settings, Mills et al. (2019) found that learners’ funds of knowledge were not
always apparent from their social media posts. Interviews with learners and observations of them
making social media posts in different learning environments revealed previously undetected
scientific funds of knowledge. For example, interviews that discussed a child’s post of a soccer
stadium with the child and family members revealed family, community, and popular cultural
funds in the child’s consideration for the design and construction of the stadium (Mills et al.,
2019). I drew on Mills et al. (2019) use of interviews to help understand the users’ content and

reveal their funds of knowledge to plan the data collection methodologies for this chapter.

This prior work from the Science Everywhere project demonstrates how researchers can
access learners’ funds of knowledge through social media and that there can be more hidden in a
post than initially meets the eye. It also demonstrates social media’s ability to bridge learning
contexts and reveal learning processes. My work is particularly valuable to art museums as they
plan learning programs that bridge contexts and consider what learning and engagement

processes are demonstrated through visitors’ social media posts.

Funds of Knowledge in Museums

A funds of knowledge approach requires recognizing the unique knowledge and cultural
resources held by individuals as connected to their communities, cultures, and lived experiences.
Although Moll and Gonzalez’s (1994) work focused on literacy in language-minority learners,

the principles behind the funds of knowledge concept could be applied to any learner in both
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formal and informal environments. Falk and Dierking (2018) argued that funds of knowledge
approaches “are critical to discussions of museums and communities” (p. 40). However, the
research on how funds of knowledge may apply to museums has been limited and primarily
situated in the context of science museums. This prior work points to the value of funds of
knowledge in museums for designing exhibits for more diverse audiences by broadening
understanding of who visitors are and the nature of their previous experiences with science
learning (Archer et al., 2016) and for designing education programs that use inquiry methods to
bridge school and museum environments (Cérdova & Murawski, 2010; Kumpulainen &
Lipponen, 2012; Rahm, 2008). This section demonstrates the limited initial work and the space
available to expand this work in art museums. Since TMC is an art-based social media challenge,
I consider the limited literature on funds of knowledge in art museums in inquiry-based learning
across contexts and social media.

Moll and Gonzalez (1994) suggested inquiry-based activities as an important way of
accessing students’ funds of knowledge and changing their perceptions of learning. The findings
of three studies in this literature review relied on inquiry methods to access learners’ funds of
knowledge (Cérdova & Murawski, 2010; Kumpulainen & Lipponen, 2012; Rahm, 2008). While
two of these studies were in science museums, Cordova and Murawski (2010) studied the use of
inquiry-based methods in an art museum to tap into students’ funds of knowledge to help
teachers be aware that art museums can provide different learning experiences from that of the
classroom. They used a variety of inquiry-based methods with school groups in an art museum,
including observational strategies, student-led questions, and creative activities made in response

to a work of art. They found that the inquiry-based methods developed “interdisciplinary
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literacies, and meaning-making tools, that bridge multiple communities” (Cordova & Murawski,
2010, p. 24). This study indicates that funds of knowledge could help design inquiry-based
programs that allow learning to transfer across settings (Cordova & Murawski, 2010). Since
Chapter III pointed to how re-creating art relies on slow looking — a foundational inquiry-based
process based on observation — this chapter builds on Coérdova & Murawski’s (2010) work to
explore how art-related funds of knowledge can bridge contexts using a process ground in
inquiry-based learning.

Museum social media was also discussed as a way to access visitors’ cultural knowledge
(Russo et al., 2009). These authors discussed various ways that social media can be used to alter
the narratives offered in museums (Russo et al., 2009). For example, the authors examined the
Museum of Modern Art’s Talk Back forum, where people can share their opinions about art.
Russo et al. (2009) found that museums can use social media to access funds of knowledge in
three ways: participation (content sharing or co-creating content with audiences), providing
incentives to share knowledge, and as a platform for communication with and amongst
audiences. As an art-based, participatory social media challenge, there is a direct connection
between Russo et al.’s (2009) work and this chapter. Chapter III already demonstrated TMC’s
value as a participatory engagement opportunity. This chapter seeks to build on Russo et al.’s
(2009) work to help form a more significant body of literature highlighting the value of art

museum social media for identifying users’ funds of knowledge.

The studies discussed in this section demonstrate the potential for funds of knowledge

approaches in the museum environment and demonstrate the potential value this study may bring
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in identifying them. Although not mentioned in the literature reviewed, artmaking activities in
the museum also potentially offer opportunities to use visitors’ cultural funds of knowledge
connected to making and crafts. Knutson et al. (2011) considered art museum activities as part of
an art “learning ecology” that supports how families and children learn about art (p. 312). While
funds of knowledge approaches have been used with some initial success in museums, the
concept has unrecognized potential, particularly to “illuminate” creative and art-related funds of

knowledge: A gap that this study seeks to help address (Mills et al., 2019).

Methods

This thematic study draws on qualitative interview data and deductive and inductive
analysis to capture the rich detail in participants’ posts and the images they created in TMC. As
explained in more detail in the paragraphs below, I conducted semi-structured qualitative
interviews with 16 participants in the challenge, with photo-elicitation as a crucial part of each

interview (Rose, 2016).

Data Collection

The qualitative data for this study comes from 16 interviews collected between October
2020 and June 2022 with staff from hosting museums or institutions (3), independent individuals
who instigated or supported the challenge online (3 in two interviews), and participants (11). The
staff interviews were conducted with two members of The Met’s social media team, and a third
interview was conducted with a curator of an exhibition of art re-creations. Other museums that

promoted the challenge on their social media accounts or hosted related exhibitions were invited
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to participate but either did not respond or could not participate. Interviews were conducted with
Anneloes Officier, who started the first hashtags associated with the challenge, and two of the
four Museum Wallas, who created a version of the challenge in India. Eleven interviews were
conducted with participants in the art re-creation challenge. These were one hour long and
conducted via Zoom in English with users in the United States, Europe, the Middle East, Africa,
and Asia. These participants were a mixture of those who had contributed an above-average
number of posts in the first three months of TMC (n=4) and some identified through snowball
sampling (n=7). The original four participants had contributed enough posts to demonstrate a
level of commitment to TMC and were selected based on posting in English, the images used,
and the nature of the re-creations. I was looking for re-creations that showed evidence of having
higher levels of thought and effort behind them, as opposed to those that were just a quick pose. I
was interested in capturing a range of styles and types of art re-created. An effort was also made
to choose participants from different locations and backgrounds. Since TMC formed an online
community, snowball sampling (Bogdan & Biklen, 2016) was used to understand how
participants collaborated and shared funds of knowledge. I snowball sampled by asking each
interviewed participant if they had any suggestions of others from the community whom I could

interview. | asked the participant to contact their suggested re-creator on my behalf.

I used semi-structured interview protocols tailored to each group, as seen in Appendices
A-D. I asked all interview participants to reflect on their contributions or role in the art re-
creation challenge. I asked them to consider why they chose to participate, how they selected the

artworks they re-created or posted on Instagram, and their strategies for curating or re-creating.
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One essential part of the interview was asking participants to choose a favorite post. This
technique of photo-elicitation (Rose, 2016) has been used by Villaespesa & Wowkowych (2020),
Mills et al. (2018), Ahn et al. (2018), and others in the study of social media posts to understand
users’ goals and priorities in posting. I also pre-selected posts to ask about in the interviews.
These were selected based on the number of likes and comments, the participants’ choice of
artwork to re-create (i.e., uniqueness, complexity), and the props and collaborators included in
the re-creations. These Zoom interviews were recorded and transcribed. For two interviews, |
converted the participant protocol in Appendix B to a version that could be completed as an
online questionnaire, as seen in Appendix D, rather than a verbal interview. The purpose was to
allow two interviewees to participate who were more comfortable with written than spoken
English. One of these participants was also evacuated due to the war in Ukraine, so a Zoom
interview was impossible. All interviews were coded in Nvivo, and all participants were offered

a $20 Amazon gift card (or equivalent, depending on the country).

Analysis and Synthesis

Interviews were coded using an inductive approach grounded in content analysis to find
themes associated with my research questions (Rose, 2016). This content analysis approach has
also been taken by other researchers working with museum-related social media content (Budge,
2018b; Villaespesa & Wowkowych, 2020). With this rich qualitative data, taking a conceptual
approach to content analysis allowed me to examine the emergence of themes across the
different interviews as they potentially connected to art-related and cultural funds of knowledge.

This inductive approach was valuable in identifying a wide range of funds of knowledge. The
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final inductive code book is indicated in Table 7. After the first round of coding was completed,

the data was recoded using the codes that had emerged during the first round to ensure codes

were used consistently. In the left column of Table 7, I have provided the full list of emergent

inductive codes with their relevant definitions. A new code was created when [ came across data

that did not seem to fit in a previously created code or had a potentially different implication for

the nature of the findings.

Table 7: This table lists the inductive codes and how frequently they appeared in the data. The
color coding demonstrates how the code memos were combined, resulting in four main funds of

knowledge categories. The codes not used in the paper are shown with a strikethrough.

Funds of Knowledge
Codes

Code
Density

Artists & Art History —
Direct references to historic
and contemporary artists
and art historical
information.

114

Funds of Knowledge
Codes

Code
Density

Cultural — References to
their wider cultural contexts
connected to geography,
race, and ethnicity.

61

v

Artists & Art History
+ Cultural + Art
museums & galleries +
Peers (online
community) — These
were combined
because of a lot of
overlap and because
peers often shared
suggestions of art &
artists to re-create.

217

Art museums & galleries —
References to particular art
museums and galleries that
they had visited, used to

34

\ 4

Professional +
Creative Practice +
Technical — These
codes overlapped
because technical
knowledge and
creative practices were
often connected to
participants
professions or
professional training.

146

Artmaking + Hobbies
+ Formal art terms —
These codes
overlapped because

79
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find originals to re-create in
online collections, or used
find out about contemporary
artists.

Peers (online community) —
References to connections
with strangers online made
through doing re-creations.

often artmaking was a
hobby, and
participants often
expressed their formal
knowledge of art in

reference to the hobby.

Professional — References to
their careers, jobs held,
skills used or learned in
those jobs, and professional
training (even if not used in
their professions). Because
of the context, many of
these focused on art-related
careers.

68

Creative Practice —
References to creative
practices on a level that
showed awareness of how
they approached the process
of creating something.

59

Technical — References to
knowledge of technical
production, like lighting,
photo editing, photography,
etc.

19

Family + In person
community — These
codes overlapped
because the data was
collected during
lockdown, so the in-
person community in

most cases was family.

32

Pop-eulture — This
code was eliminated
because did not tell a
clear story that
connected to
participants art-related
funds of knowledge.

Language - This code

was eliminated
because did not tell a
clear story that
connected to
participants art-related

Artmaking — References to
particular making skills, like
painting, knitting, jewelry
making.

40

Hobbies — References to
hobbies outside of the arts,
like football and cycling.

30

funds of knowledge.
Relationshi

This code was
dominated by one
participant and the
information was also
captured elsewhere.

TFraditions — This
information was also
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Formal art terms —
References to visual art
terms like composition,
perspective, proportion,
form, space, etc.

captured in the
Cultural codes.

Family — References to
creativity-related practices
that they had learned
growing up or practiced
with their own families.

21

In-person community —
References to support and
reactions from their
physically present friends
and family.

11

Pop culture — References to
contemporary cultural
phenomena outside of visual
art that they did not do
themselves, like movies or
popular music.

20

Language — References to
other languages spoken.

16

Relationship to art —
References to a personal
connection to a work of art
or the role that art played in
their lives.

Religious — References to
religious traditions or
images.

Traditions — Non-religious
traditions, either cultural or
familial (like annual
vacations to Florida).
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At this stage, a second coder coded 10% of my interview data independently, and any
discrepancies were discussed until a consensus was reached. I then undertook a second round to
verify the use of codes according to guidelines agreed with the second coder. Four interviews
were eliminated from the study at this point because no evidence of funds of knowledge
emerged. These included the two museum staff interviews, neither of whom contributed to TMC,
and the two written questionnaires. Using the remaining 12 interviews, analytic memos were
written for each emerging theme. A secondary memoing process was completed by comparing
and summarizing across the emergent codes. This process resulted in many of the codes
identified in Table 7 being combined if the findings were similar or removed if the findings were
not significant or not relevant to the research question. In these cases, the coded entries were too
similar to the content of other codes, too limited, or too varied to determine meaningful trends.
Table 7 indicates the codes that were combined and eliminated and provides further details on
why individual codes were eliminated. The remaining codes clearly represented art-related funds
of knowledge using an expanded view of “art” that included visual art, craft, and the performing
arts; varied creative practices and hobbies regardless of skill level; and the various ways the arts
fit into their lives, whether through professional practice, hobbies, or familial habits and ways of
being. The final memos targeted the research question and captured how users applied and
expanded their art-related funds of knowledge through their participation in TMC. The four sets

of codes were used to structure the sections of the findings presented in this chapter.
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Findings

The findings from this study show that through TMC, participants applied and expanded
their funds of knowledge. To make their re-creations, they predominantly applied four existing
funds of knowledge: art and art history, artmaking, professional and creative practice, and
familial. Through the process of re-creating, participants also expanded these funds of
knowledge and bridged funds across settings. The findings for this section are presented in four
parts, each examining how one of the main funds of knowledge categories identified in the data
was applied and expanded, where applicable. There are some overlaps between the categories as,
for instance, family members were often vital in providing access to funds of knowledge in art

history or creative practice.

Artists & Art Historical Funds

The art and art historical fund category included references to knowledge of specific
artists, art historical knowledge, and mentions of museums and galleries they had visited or
whose collections they had relied on to find artworks to re-create. It also included cultural funds
related to the original artworks and their contexts, specifics related to items used in the re-
creations (e.g., including a traditional South African type of bugle), or non-professional
knowledge of the arts broadly, including music and films. Also, instances of the online
community suggesting artworks to re-create or building art historical knowledge were included
in this category, as there were only a few instances. In this section, the findings point to how
participants applied and expanded their knowledge of artists and art history and how they

adhered to and challenged the trending artwork.
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Applying and Expanding Funds of Knowledge

Participants applied their prior knowledge and learned more about artists and art history
by contributing to TMC. At first, to make the re-creations, all interviewees mainly drew on their
existing knowledge of art acquired through school, university, visits to art galleries, and family.
Many participants also used the knowledge of local, regional, or national artists. Vonwunderfitz
and Goldie.myro, both German, re-created several German artists, like Paul Klee (1879-1940)
and Caspar David Friedrich (1744-1840). Friedrich was from the town where Goldie.myro
worked, and, at the time of the interview, she had been asked to do an exhibition of re-creations
of his work.?* To find artwork, they would think of an artist or image and search for the image
online or rummage through books, and — if they felt they could re-create it with materials found
around the house, as indicated in Chapter III’s findings — they would add it to their saved

database of images or just re-create that one next.

However, as they re-created more and more artwork, they often exhausted their existing

knowledge of art, and their searches expanded, looking for contemporary and/or lesser-known

231 was not able to determine if this happened.
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works that interested them. For example,
Vonwunderfitz initially re-created artwork she
saw in museums and galleries. As that fund got
exhausted, she started to look for more
contemporary artists, often reaching out to them
on Instagram to see if they minded her re-creating
their work. The image on the right in Figure 27 is

by the American painter Mark Ryden (born

1963), with Vonwunderfitz’s version on the left.

Figure 27: Post by Vonwunderfitz: [left]
The re-creation process expanded participants ©Vonwunderfitz's re-creation (2021);
[right] Mark Ryden, Queen Bee (2016)

funds of knowledge relating to artists and art
history and where to find images of art online. They drew on cultural knowledge, the collections
of major museums, local museums and galleries, and a plethora of online resources (i.e., Google

Arts and Culture, WikiArt, Pinterest, Instagram, etc.).

Participants expanded not only their knowledge of contemporary art and artists but also
their knowledge of art history. As a significant global event, the COVID-19 pandemic led
participants to reflect on how past world events have shaped people’s lives. Two of the artists
that came up in the interviews a few times were the German painter Otto Dix (1891-1969) and
the Austrian painter Egon Schiele (1890-1918). The lives of both artists were dramatically
altered by their times: Dix volunteered to fight in the First World War and was conscripted to

fight for the Nazis toward the end of the Second World War. Often featuring brutal depictions of
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his experiences at war and critiques of Germany during the Weimar Republic, the Nazis labeled
Dix as a “degenerate” and included his work in the famous 1937 exhibition of such art (Fulmer,
2009). His work was burned or confiscated, and much of it was only recovered in 2012, long
after his death (Kimmelman, 2013). With the political atmosphere of 2020, the rise in censorship,
and the ever-emerging truth about systemic racism in America, Jenniferkirkeby mentioned how
Dix’s experience under the Nazis registered with her fears for the future, as seen in her re-
creation of one of his paintings in Figure 28. Schiele also fought in the First World War.
However, it was the death of him, his wife, and their unborn child during the 1918 influenza
epidemic that resonated with Jenniferkirkeby and Ethelbustamante (Tate, n.d.). Due to his nude
drawings of underage women, I was surprised at the inclusion of his work in TMC. However,
due to the COVID-19 pandemic, participants empathized with the tragic death of him and his

family and re-created several of his more modest (non-nude) artworks.
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Figure 28: Post by Jenniferkirkeby: [Left] ©
Jenniferkirkeby (2020), [Right] Otto Dix, Self-portrait
(1912)
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Figure 29: Post and text by
Ranranrandomgirl: [top] Kuniyoshi
Utagawa, Spring Rainbow, ND;
[bottom] re-creation

Some participants applied their cross-cultural knowledge in creating their re-creations.
Ranranrandomgirl drew on a variety of artworks and popular culture in her re-creations. As an
American-educated Japanese woman living in Tokyo, a few of her re-creations combined aspects
of both cultures. For instance, Ranranrandomgirl used the re-creation seen in Figure 29 of a well-
known woodblock print from the Japanese Edo period (1603-1868) by Kuniyoshi Utagawa to
highlight Pride Month, which is not often recognized in Japan. She used the rainbow in the
original image to encourage — in both English and Japanese — acceptance of LGBTQIA+

identities, an issue she did not feel was acknowledged enough in Japan.
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These examples demonstrate that when participants discovered a work of art they wanted
to re-create, they would often learn more about the artist’s background and its place in art
history. Sometimes, they would share their learnings and research with their followers in the post
text, and as in Jenniferkirkeby’s post in Figure 28, the whole story would not be entirely clear
without it. Others would draw on a culturally familiar image to highlight underrepresented topics
and tell new stories. In these ways, participants leveraged their existing knowledge to find art to
re-create. Once that knowledge was exhausted, they extended it through research, often sharing

what stuck with them about the art history in their posts.

Bucking the Trends

A fundamental way some participants expanded their funds of knowledge relating to
artists and art history was when they wanted to break with artworks that were trending on the re-
creation hashtags. In discussing how certain artists trended during the challenge, Anneloes
Officier, TMC’s founder, indicated that once she posted one re-creation of a particular painting,
she would often be sent dozens more. She particularly remembered receiving numerous re-
creations of Johannes Vermeer’s The Milkmaid (c. 1660). However, Anneloes also noted that as
TMC moved around the world, new artists emerged as participants shared the art valued in their
cultures, as found in Chapter IV. Anneloes noted that when #tussenkunstenquarantaine was
featured by a Brazilian news outlet, she received dozens of re-creations of work by the Mexican
artist Frida Kahlo. Having never heard of Kahlo before, Anneloes was delighted to learn about

her and felt that Kahlo’s intersectionality as a female Mexican artist with a disability spoke to
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our times: A feeling that was also represented in the data in Chapter IV, as Kahlo was one of the

most re-created artists in the post samples (3.5%).

As I found in Chapter IV, most of the art re-created (59%) was from European artists and
represented the traditional Western canon. However, since the existing knowledge of artists and
art history was acquired from school, university, and visits to art museumes, it is unsurprising that
the Western canon dominated due to its global hegemony. However, some participants
challenged this trend by researching lesser-known art or art connected to their identities to re-
create. For instance, Jenniferkirkeby, Artvsmari, Frans, Elizareinhardt, and Vonwunderfitz did
not want to re-create the more well-known works that were trending, so they researched
contemporary and lesser-known works, expanding their knowledge of art and where to find it. In
India, The Museum Wallas used their expertise as museum professionals to help others learn
more about Desi art and art history. They noticed how underrepresented Desi art was on
#tussenkunstenquarantaine and #gettymuseumchallenge and created a version of TMC dedicated
to re-creating Desi art. To support participants in re-creating more than just the most well-known

artists, they created a database of Desi art from museums worldwide.

In another example, Elizareinhardt was challenged by her mother to re-create a different
woman artist each day during Woman’s History Month in 2021. For her, this expanded her
knowledge of women artists and that of her followers, something she felt was acknowledged in
the comments. For her work, she received a free membership to the National Museum of Women
in the Arts, Washington, DC, and, for her re-creation of the American Abstract Expressionist

painter Lee Krasner’s Untitled (1949), seen in Figure 30, a comment from a relative of Lee
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Krasner, saying Krasner would have loved the re-creation. After Women’s History Month,
Elizareinhardt continued to feature women artists regularly. In this way, TMC diversified the
range of artwork participants were aware of and became a resource for knowledge of art and art

history in an alternative way.

Figure 30: Post by Elizareinhardt: [Left] Lee Krasner, Untitled (1949), [Right] ©
Eliza reinhardt, Untitled (2021)

Their followers’ interest in the less-known art encouraged them to re-create more. In the
interviews, Ethelbustamante, Jenniferkirkeby, Artvsmari, Frans, and Elizareinhardt discussed
how much their friends, family, and followers online had gained from their re-creations. Quoting

comments about how much followers were learning about art, from unfamiliar images to
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increased knowledge of art history, these participants were encouraged by their followers to re-
create more art and delve deeper into online collections and other sources to find lesser-known

work.

Professional & Creative Practice Funds

During the COVID-19 lockdowns, many people lost their jobs or could not work in jobs
that broke the lockdown restrictions (i.e., theatre and musical performances or on-set filming). A
few participants, like Frans and his wife, Elizareinhardt, Artvsmari, and Jenniferkirkeby, used
TMC as an outlet to pass the time, applying and expanding their professional skills in the
process. This fund category discusses how participants applied and expanded funds acquired
through professional and creative practices related to what they had been trained to do, not
hobbies. As indicated in Table 8, the participants interviewed came from diverse professional
backgrounds. Those with creative jobs often drew on skills or tendencies gained in their
professions to re-create art. Their comfort with being creative enabled participants to apply their
varied skills to the re-creations. Elizareinhardt, a trained painter, commented on the fact that her

friends and followers often did not understand that creativity could transfer across artistic media:

And I don't think that it like registers with people that you can still like, create and be an
artist, even if it's not in the same medium that you got your degree in. Like, I'm not not
making work anymore, just because I'm not painting every day. And I feel like there's a
disconnect with people that like think...I'm not making work. But you know, it's just

surprising to them that you can switch and do this other thing.
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Table 8: Table indicating the professions of participants interviewed. Some participants had
more than one job or worked in a field different from their backgrounds. Participants are not
named to maintain some level of privacy.

Participant Arts-related jobs or training Other
1 Artist Social Media Producer
2 Artist Homemaker
3 Museum Consultants
4 Musician Instructional Designer
5 Theatre & dance (playwright,
choreographer & director)
6 Graphic Designer Retail
7 Videographer
8 Telecom sales
9 Communications Specialist
10 Artist Social worker
11 History Lecturer
12 Bus & Tram Driver

Those with performing arts backgrounds (i.e., theatre, music, film) also transferred their
creative skills to re-creating art. Artvsmari had “stitched together a living playing violin, and
then the pandemic hit.” With all performances canceled, Artvsmari did not have much work
beyond the community college class she was teaching. She re-trained during the pandemic,
becoming an instructional designer. Re-creating became her creative outlet — for her, it was

spontaneous, performative and she had a quasi-audience:

...[P]art of it is kind of like as a musician there's like that live performance element, is
like you only get one shot. And so, I was like I'm going to kind of go with that kind of
belief, you know? Like there's no retries. I'm just going to see what happens after one

shot...But I have this like, kind of like a quasi-audience that was, you know, just — I had
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a group of regulars that would message me and it's like, ‘When's your next thing coming

out? I have an idea. You should do this. You should do that.’ It's kind of funny.

Artvsmari’s experience speaks to how creativity can be transferred across genres once you are
comfortable with being creative and know you can successfully create what you envision
regardless of the media. She took what she loved about music performance and transferred it to

re-creating art, giving her re-creations her own unique creative twist.

As a videographer, Frans brought
technical skills in set-building, lighting, and
photography that others struggled with. Frans and
his wife, who collaboratively run a film
production company in South Africa, cleared
sections of their house to make elaborate sets.
They would move all the furniture and set up
their equipment, freaking out their dogs and
resulting in high-quality products. Frans used

Photoshop on some re-creations, like the one in

Figure 31, which would have been impossible Figure 31: Post by Frans: [top] Victo Ngai, /n
the Mood for Love (2017); [bottom] What are

without digital alterations due to the image inthe  you in the mood for? Lockdown, 2020 ©Frans

mirror being different from that of the background (i.e., the male figure is holding a cigarette in

the foreground and a book in the mirror). Frans also documented making some of their re-

creations in timelapse — something their followers requested.
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For others who were essential workers during the pandemic, re-creating art offered a
creative outlet away from the weekly grind. For Goldie.myro, a social worker trained in art, re-
creations offered her and her family a creative outlet. For those working in communications, they
leveraged their knowledge of social media to increase their followers. Anneloes Officier, a
communications professional who created the challenge while working from home during the
pandemic, drew on her understanding of social media platforms to help it go viral and had the

skills to maintain it at a large scale.

Familial Funds

Familial funds of knowledge are practices that emerge with close guardians and relatives
that support learning (Moje et al., 2004). While Moje et al. (2004) were looking for how families
supported scientific learning, I am considering how families supported learning about creativity,
art practice, and art history and how they applied and expanded those funds through their
contributions to TMC. More than half of those interviewed described coming from or having a
creative family or having family members who visited museums together, including
Ethelbustamante, Jenniferkirkeby, Vonwunderfitz, Goldie.myro, One take cinema, and
Elizareinhardt. Additionally, Ranranrandomgirl described how her interest in museums came
from her family: “That was one of the activities I liked to [do] with my grandparents, so it’s
more of a family thing, going to the museum.” Elizareinhardt’s mother is a children’s book
illustrator, and Elizareinhardt explained that involvement in the arts is common in her family:
“But you know, having an artist for a mom, and I'm a fourth-generation artist, so her mom and

her grandma were also painters and potters [...] coming from that it was very normal for me to
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like, on my days off, we would go to museums [...] that was just normal.” Eliza’s mother
suggested she participate in TMC when life changes caused by COVID-19 left her unemployed
and restricted her ability to paint. Eliza’s comfort with the arts from her upbringing and training

allowed her to apply these skills to re-creating.

Jenniferkirkeby discussed how her creative mother and father — an electronics engineer —
inspired her to be courageous in trying to make things, a trait Jenniferkirkeby manifested as she

pushed herself to try new making techniques in her re-creations:

My mom was very creative. And my dad was an electronics engineer, but he could fix
anything. And he was meticulous about how we would build things, too. So, I kind of
grew up watching both of those. Not that I'm an electronics engineer or anything, but I
mean |[...] a little bit of that came from them. Just the whole idea of I wonder if I could

make that, you know, I wonder if I could create that.

Ethelbustamante grew up in an environment where creativity and experimentation were
encouraged, empowering her to be an artist. Ethel’s father owned a silver factory in Colombia
and used to come home with all sorts of different creations. Her mother suffered from Bipolar
disorder and used art as a coping mechanism. She told Ethel and her siblings stories of different
artists and art history instead of typical children’s stories. Ethel talked about how her family
would travel to see the work of Mexican painter and muralist Diego Rivera (1886-1957) — an
artist whose work she re-created. Ethel always felt she was an artist and left home at 19 to move
to New York to pursue her dream. Not formally trained, Ethel’s upbringing and insatiable

interest in art led her to have an incredible knowledge of art history demonstrated through her re-
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creations of the work of lesser-known women artists, like Claude Cahun (1894-1954), Ida
Applebroog (1929-2023), Nikki de Saint Phalle (1930-2002), and others. Ethel referred to how
her re-creations connect to her family’s creative legacy: “It gives me so much — also, because
when I’m sewing, when I’'m doing these things, I feel like I’'m connecting with creation itself. I
feel that I’'m connected to my grandmother, to my mother, that this is like an invisible link that
continues.” In the interview, Ethel frequently referenced her family and how artmaking and re-

creating connected her to them.

For Vonwunderfitz and
Goldie.myro, their personal interests in art
and artmaking led them to foster creative

environments for their own families and

use re-creating to build that fund.

Figure 32: Post by Vonwunderfitz: [left]
Goldie.myro had studied art but was ©Vonwunderfitz and family; [right] Gustav
Adolf Hippius, Self-portrait with his family

unable to pursue it as a career. She worked

as a social worker and made earrings to sell on the side. She described her household as “...an
art house. My husband is also an artist, a pottery artist. And we are, yes, we are a creative family
with a colorful house.” Vonwunderfitz and Goldie.myro, both German, collaboratively made re-
creations with their husbands and children, as seen in a re-creation from Vonwunderfitz in Figure
32. For the lower left and central figures in Figure 32, Vonwunderfitz used cardboard cutouts of
photos of her two grown children when they were younger to complete the family portrait.

Vonwunderfitz talked proudly about how her daughter (pictured in the red dress in Figure 32)
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put together her costume independently. Goldie discussed how every Sunday morning, her whole
family would select an image and plan out the re-creation together, collaboratively building their

knowledge of art and their skills in making.

Whether they grew up in a creative environment or fostered one with their own families,
participants applied and, in some cases, expanded their familial funds of knowledge connected to
art history and artmaking. Their familial funds of knowledge made them comfortable with being
creative, and, in some cases, the knowledge of art history and/or artmaking processes aided them

in making their re-creations.

Artmaking Funds

As an at-home art project, the art re-creations seen on TMC ran the whole gamut of
creative abilities. From simple poses to elaborate and detailed re-creations complete with
backgrounds and lighting, TMC offered them all. As found in Chapter III, the simplicity of the
idea made it accessible to a wide range of creative abilities. As Anneloes commented, “You
don’t need any art knowledge, you just need some stuff from your home and just internet to look
up something that you really like.” Since the data in this paper primarily explores the funds of
knowledge contributed by participants who had higher-than-average numbers of posts, they had
the opportunity to develop their skills and creative practices, often making re-creating a hobby.
Only three participants interviewed had a visual arts background. The others drew on their
knowledge of and comfort levels with creativity, professional skills, and family funds. However,

regardless of their pre-existing comfort levels with art making, participating in TMC expanded
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their creative and making abilities. This section looks at how TMC helped build artmaking as a

fund of knowledge.

More than half of those interviewed discussed the
challenges of making the props and the technical aspects
of the re-creations, but all expressed a sense of joy and
pride over their outcomes. Jenniferkirkeby was very proud
of her re-creation of the Magritte painting seen in Figure
33. She discussed the challenge of painting the
background with the sky, sea, pink wall, and rock. She
recalled relying on advice from her elementary school art

teacher, who said to “paint what you see.” She was very

Figure 33: Post by Jenniferkirkeby:
[Top] René Magritte, Portrait of
Stephy Langui (1961), [Bottom]
Re-creation © Jenniferkirkeby
(2021)

proud of the outcome and commented on how it changed
her appreciation of how difficult artmaking is: “I think it
also has given me more of a fascination about how hard or
a recognition. I always knew it'd be hard, but even just trying to dry that background, and trying
to paint that rock, and trying to get the colors right, and all of that, it's like, this is really hard!
There's a reason that these people study for years and years.” Here, Jennifer recognized
artmaking as a fund of knowledge that can require dedication and time to acquire. Through re-

creating, she discovered some of the nuances behind achieving specific aesthetics in her artwork.
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One take cinema, who was a graphic designer by training and described herself as
having a crafty side, found the most challenging part to be the technical aspects of the

photograph:

Oh, well, I've learned a lot. Especially, well, in the technical part about photography and
lighting, yes. Yes, because at the beginning, I would say more amateur, like, but then I
was like, ‘Oh, I shouldn't have put this light here.” But because now I have not only one
ring light, I have two. So, it's not like the pro equipment, but it's better than the IKEA

lamp I was using for everything.

Except for Frans (who had professional equipment), Artvsmari (who approached her re-creations
very performatively), and Anneloes (who made only three re-creations), everyone interviewed
described the shift to using ring lights and Bluetooth camera/phone controls. As they developed
their practices and made more re-creations, these small, affordable pieces of equipment improved
the quality of their images and reduced the time they spent trying to get the pose right while
running for the camera timer. Others had exhausted family members and neighbors, some of
whom were running out of patience getting each photo precisely right. As Jenniferkirkeby said

jokingly of the Bluetooth camera remote, “It probably saved my marriage.”

Discussion

This chapter aimed to explore how participants’ posts in a social media challenge to re-
create art applied and expanded their art-related funds of knowledge. Through the analysis of 12

semi-structured interviews, I found three key themes: 1) in making and posting art re-creations,
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participants primarily applied their funds of knowledge in art and art history, artmaking,
professional and creative practice, and from their families; 2) participants also expanded these

funds; and 3) participants transferred creative skills across knowledge funds.

The interviewed participants all applied a fund of knowledge that connected them to
TMC in some way, even if this was just a love of museums. These pre-existing funds of
knowledge helped them forge a connection to the re-creating activity. Then, subsequently,
through re-creating they were able to further expand these funds of knowledge. What is most
notable is how they transferred skills from their professions, often moving skills and abilities in
creative problem-solving across art media. Russo et al. (2009) found that social media in
museums could access funds of knowledge through audience participation, acting as an incentive
to share knowledge and as a platform for communication. TMC incentivized interviewees to
share their funds of knowledge by providing an activity and a platform to share their output. In
these ways, TMC acted as an exemplar of how participatory museum social media can access
and encourage the sharing of visitor funds of knowledge, helping to build audiences’ artistic
dispositions or set of practices for learning about art (Ahn et al., 2016). The challenge remains
for museums to identify the funds of knowledge, which, as demonstrated by this study, are often

only understood through conversations with participants (Mills et al., 2019).

Previous findings in the literature point to art museum social media’s ability to connect to
funds of knowledge and how funds of knowledge can be transferred from homes to classrooms
to museums (Cordova & Murawski, 2010; Kumpulainen & Lipponen, 2012; Moll et al., 1992;
Russo et al., 2009). This study extended those findings by contributing a detailed case study that
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identified the specific funds of knowledge applied, expanded, and transferred to a social media
challenge that was based on an artmaking activity. The previous studies on funds of knowledge
in museums acknowledge the value of the approach and note that participants and students
applied their funds of knowledge, but they do not always identify specific funds of knowledge.
By identifying specific funds of knowledge, this study offers an understanding of how this
approach can support engagement with art by understanding more about what knowledge

audiences bring with them.

These findings also address a gap in the literature. Art knowledge — in this chapter,
represented by artists, art history, and artmaking — is often seen as a path to access funds of
knowledge in other disciplines but rarely acknowledged in the literature as a fund of knowledge
in itself. This is particularly true of artists and art history. While there is some acknowledgment
in the literature of artmaking or craft skills as funds of knowledge, these are often positioned as
helping to understand other funds, like mathematics and family (Gonzalez et al., 1995; Marshall
& Toohey, 2010; Ramos & Kiyama, 2021). This gap may be because, in the US, the arts are
often underfunded in schools and not regarded as an essential subject. Whatever the reason, it is
challenging for art museums to position the visual and cultural knowledge they present and the
stories they tell as valid knowledge. This chapter demonstrates how participants valued their
knowledge of art, often proudly describing artists from their region or how their families position
artmaking or art museums as important. In their interviews, Dr. Hannah Murphy and
Jenniferkirkeby argued for art as a way of knowing and understanding history. Dr. Hannah

Murphy, a Renaissance historian, valued art as evidence of material culture, offering ways to
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understand the original use of historical artifacts. She viewed TMC as an incredible historical
archive of the pandemic era. What is particularly significant is that this study acknowledges the
arts and artmaking as funds of knowledge that can be leveraged to connect audiences to museum

collections.

The conceptualization of funds of knowledge as living cultural processes outside of more
static views of culture — like food, holidays, and celebrations — is valuable for museums to
consider as they find ways to reach more diverse audiences. Since museum narratives are often
grounded in the dominant white culture, funds of knowledge could be an important tool to
support thinking beyond the historical canon of white, male, Western art and offer alternative
interpretations. Since it is not possible for museums to understand the relevant funds of
knowledge for every visitor, it is essential to think through #ow this concept can be applied as a
design framework for accessing a specific target audience in a museum’s community or to bridge
museum and community settings (Archer et al., 2016; Cordova & Murawski, 2010;

Kumpulainen & Lipponen, 2012; Russo et al., 2009).

As a design framework, research could be conducted with communities who do not
typically access museums to identify funds of knowledge connected to a museum’s collection.
The identified funds could then be used to formulate plans for exhibitions and programs. This
process would also help bridge museums and community settings. This approach is similar to the
collaborative inquiry approach proposed by Moore, Paquet, and Wittman (2022) or the co-
creation approach proposed by Simon (2010). These authors do not specifically mention
leveraging funds of knowledge, although the approach bears similarity to Simon’s (2016)
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conceptualization of museums being relevant to their audiences. To start to represent the funds of
knowledge of existing audiences, it is essential to include visitor-made materials and interviews
in audience research so that the museum can become familiar with the funds of knowledge they

contribute. This body of research could then be expanded by reaching out to non-visitors.

Connecting to audiences’ pre-existing interests and knowledge is not a new idea. Hirzy
(1984), Hein (1998), and Falk et al. (2011) acknowledged that learning in museums is based on a
visitor’s pre-existing knowledge. However, a funds of knowledge approach moves beyond pre-
existing knowledge to recognize diverse ways of knowing, acknowledging “...that human beings
and their social worlds are inseparable — they are embedded in each other [...] it is always
mediated, distributed among persons, artifacts, activities, and settings” (Gonzalez et al., 2001, p.
127). Therefore, as homes to cultural artifacts, museums must draw connections to visitors’
social worlds. Gonzalez et al. (2001) also warned against using a conceptualization of culture
that is drawn from “...a static grab bag of food, dances, and celebrations” (p. 118). Instead,
museums must connect to how communities actually practice culture in lived experience, which
may not always be immediately apparent (Foucault, 1980). This chapter has opened the door to
recognizing art, art history, and artmaking as funds of knowledge in museum settings and

beyond. This area offers excellent potential for future research.

Limitations

The main limitation of this paper was that the interviewees were all very dedicated to re-

creating art and posting it to TMC. As such, they all had some level of pre-existing investment in
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art and museums. They were all art museum visitors, and most had some level of familiarity with
artmaking or other kinds of creative processes. This familiarity poses both a challenge and an
opportunity as it demonstrates the difficulties in reaching new audiences, even in a global social
media phenomenon, and the opportunity for future research on art-related funds of knowledge in
those who are nof museum visitors. This would help museums reach audiences who are less

comfortable with art or have a more diverse view of art than that typically presented in museums.

Conclusion

Finding ways to access audience funds of knowledge has significant implications for
increasing audience relevance and engagement in art museums. However, due to the nature of
the museum space, it is difficult to identify and understand visitors’ funds of knowledge. This
study demonstrated that hands-on or participatory activities on museum social media can be a
vital way to access funds of knowledge to support museums in including non-expert
perspectives. By understanding audiences’ funds of knowledge, museums can improve learning
designs and play a more significant role in developing artistic dispositions. For participants in
this study, by accessing their funds of knowledge, TMC helped them forge and develop a new

artistic practice — one that many of them still engage with more than four years on.
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Chapter VI: Integration of Findings and Conclusions

In this dissertation, I employed a three-paper structure to conduct a multiple methods
study addressing research question: In what ways did contributing to The Museum Challenge
enable participatory engagement with art, support identity representation, and apply and expand
their funds of knowledge? The first paper (Chapter I1I) examined TMC as a participatory activity
to develop an understanding of the engagement processes contributors leveraged to re-create art.
The second paper (Chapter IV) focused on how some participants represented their individual
and group identities in their re-creations. The third paper (Chapter V) considered the funds of
knowledge participants applied and expanded through the process of re-creating art. In this
chapter, I show how the integrated findings answer my overarching research question, present

the implications for the field, and indicate how this research may shape my future work.

Integration of Findings

Overall, this dissertation was motivated by a need to change learning and engagement
practices in art museums with the goals of improving the inclusion of historically
underrepresented audiences and better supporting visitor learning. It draws on literature from
various disciplines, including museums, education, and human-computer interaction, to offer
methodologies and best practices from other fields that may benefit museums. The Museum
Challenge — a social media challenge to re-create works of art — is used as a case study because
of its scale, global reach, and reliance on participatory engagement practices with digitized

museum collection objects. In addition, The Museum Challenge has proved to be a valuable case
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study because it was started outside of museums, and it was participant-driven — they could
determine the art they engaged with, how they engaged with it, and what they created. As others
who have researched social media use in art museums have found, social media affords visitors
and remote users alike the ability to choose what is important to them and to engage with art
museum collections in a self-led, playful manner that is not always encouraged by the museum
environment, especially for adults (Budge, 2017, 2018b, 2018a; Budge & Burness, 2018;
Villaespesa & Wowkowych, 2020). The combined findings for this dissertation predominantly
speak to three things, discussed in the sections below: 1) Participants drew on slow-looking and
embodied learning, often in an instinctive way connected to their funds of knowledge; 2)
Participants offered their interpretations of artworks, adapting art for our times and in some cases
representing their individual and group identities; 3) Participants found joy in the process,

learning and building a positive and supportive community that has had a lasting impact.

Learning Processes and Funds of Knowledge

The first and third papers in this dissertation (Chapters III and V) speak to the learning
processes participants used to re-create art. As found in Chapter III, participants used slow
looking to identify art to re-create and then, throughout the process, continually compared
materials, lighting, poses, etc., to make their re-creations as accurate as possible. Slow looking
was the foundational level of engagement with the original art. As participants moved through

the re-creation process, they engaged in embodied learning and actively interpreted the artwork.

It was in the selection and making phases that the findings connect strongly to those from

Chapter V, which investigated how participants applied and expanded their funds of knowledge.
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First, in choosing the artwork, many interviewees relied — at least initially — on their existing
knowledge of art or art institutions. As they re-created more and more artworks, they often
expanded this fund of knowledge by seeking out more artworks that interested them (e.g.,
searching online for lesser-known women artists). Second, many of the interviewees’ processes
for re-creating were connected to their existing funds of knowledge, in particular, artmaking,
professional, and familial funds (e.g., leveraging skills and experiences from their careers to re-
create art). In summary, participants used their previous knowledge of creating and transferred it
to a creative process that was often new to them, leveraging slow looking and embodied learning

to select and make a final re-creation that demonstrated their personal interpretations of art.

Interpreting Art for Our Times

The first and second papers (Chapters III and IV) speak to how participants in TMC
democratized art interpretation. The participants not only provided a multiplicity of voices from
around the world, but they also adapted art for our times (Ebben & Bull, 2022). First, by
choosing props from around their houses, they offered personalized interpretations of art, telling
stories of their lives and experiences often through seemingly random objects (e.g., Christmas
lights and a tree to tell the story of a holiday in lockdown spent alone). Second, through their
choices of artwork and props, some re-creators challenged norms, offering lesser-known
artworks and telling stories of historically underrepresented groups. I argue that the art was not
just adapted to express frustrations and experiences relating to life in lockdown, but it was also
given a twenty-first-century makeover as participants challenged the original compositions of

predominantly Western art with white subjects by substituting their own identities. As Ebben and
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Bull (2022) also found, participants challenged the original context of the artwork simply by
being themselves, whether of a different race, gender, or gender identity than originally
presented in the artwork. This updating of art that, in many cases, was created in a previous
century, speaks to a powerful relevancy that art can retain across time. Sometimes in relying on
expert voices, art museums overlook that the most fun and irreverent connections can be

powerful for audiences and valuable in updating narratives.

This finding speaks to the affordances of social media in offering multiple interpretations
of art. The informal nature of social media, in the case of TMC, created an environment that
encouraged participants to share their versions. Hence, there were many artworks and artists that
repeated throughout the challenge. As a testament to the uniqueness retained even through
multiple re-creations, Mauritshuis — the home of Johannes Vermeer’s Girl with a Pearl Earring
(c. 1665) — displayed My Girl with a Pearl, an exhibition consisting of crowdsourced re-
creations of the artwork, while the original painting was on tour in 2022. This physical display

directly resulted from the success of TMC on social media.

Finding Joy and Community

One of the most striking things about TMC from a social media perspective was its
positivity. Anneloes, a communications professional, commented that, in thousands of
comments, she could only recall three negative ones. My analysis of 358 comments showed that
249 (70%) were overtly positive, offering encouraging words or positive emojis. In speaking to
participants, it was clear that they loved re-creating art and found it to be a great support during

the isolation and stress brought on by the COVID-19 pandemic.
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In all three papers, the joy participants found came through in different ways. In the first
paper (Chapter III), the findings point to the global scale and the creation of a safe and
supportive community. In the third paper (Chapter V), joy often emerged from participants’
learning and expansion of their funds of knowledge: Participants enjoyed learning more about art
and improving their making skills. The second paper (Chapter IV) — as the most critical — speaks
less directly to the joy re-creating brought and more purposely to how some participants made
TMC more inclusive by being empowered by the positive and open nature of the community to
contribute re-creations that related directly to their individual and group identities. Overall, four
years after this challenge started, its legacy has not only created a steady community of active re-
creators on social media, but the idea of re-creating has become embedded in museum culture
with many museums incorporating it into education activities and special events, like the
Museum of Fine Art Boston who have been encouraging visitors to come in costume to visit the

Fashioned by Sargent exhibition,

Addressing the Problem Statement

Together, these three papers present a case study focusing on different aspects of the
learning and engagement practices demonstrated by participants in The Museum Challenge. By
situating this social media challenge within the wider context of museum social media and visitor
learning, this dissertation points to how something that emerged spontaneously and informally

can be used to inform institutional museum models for visitor engagement and learning. In

24 0n display October 8, 2023, to January 15, 2024 (https://www.mfa.org/exhibition/fashioned-by-sargent)
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Chapter I, I discussed how the history of museums has led to the underrepresentation of
historically marginalized groups and the primacy of expert-led models of learning. While TMC
replicated much of the white-dominant culture seen in museums, its affordances as a social
media campaign provided space for participants to offer alternatives, representing their identities
and histories. As a learning design, this space and flexibility is valuable. However, as
demonstrated by the learning scaffolding The Museum Wallas provided, sometimes participants
need additional support in finding what is relevant to them. In addition, TMC supported
participatory engagement with art through slow looking and embodied learning processes,
leveraging participants’ funds of knowledge to create a final product. TMC platformed non-

expert voices and provided an alternative way to learn about and engage with art.

Implications

The goal of my dissertation is to contribute to the growing body of literature on
participatory practices in art museums and the role social media can play in art museum
engagement. In the following sections, I offer recommendations to museum practitioners and

researchers based on the findings from the three papers presented in this dissertation.

For Museum Practitioners

The findings of this dissertation point to various design suggestions for museum

exhibitions and education programs for increasing engagement and improving inclusion.
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Suggestions for Increasing Participatory Engagement

Museum educators know that not all participatory activities in museums or on social
media are successful — some have low engagement and others audiences leverage to share their
general comments regardless of the original prompt (Filippini Fantoni et al., 2014). To increase
engagement, I suggest 1) using clear visual language to communicate the task, 2) non-
intimidating tasks, and 3) giving participants agency. First, one of the key factors behind the
global accessibility of TMC was that the cue was so visual that you instantly knew what to do.
While written instructions and rules were provided, they were not necessary because placing the
re-creation next to the original artwork made it clear — something that Anneloes started. This
finding is consistent with previous studies, which indicate that clear visual cues lead to more

engagement because visitors don’t always read directions (Filippini Fantoni et al., 2014).

Second, the design of TMC successfully overcame a common challenge in art education
— particularly with adults — the instant response that participants can’t draw or paint. The
flexibility and openness of TMC were partially responsible for its success — participants could do
as much or as little as they wanted. TMC was not intimidating because 1) participants were
drawing on existing works, so they did not have to conceive of an artwork from scratch, and 2)
they could simply strike a pose or use existing materials, they did not have to draw, paint, or
construct anything. The implicit humor in TMC also made it acceptable to try, even if you

weren’t very confident in traditional art skills like drawing or painting.

Lastly, TMC gave the learner agency. The learner chose the artwork, the materials, the

process, and the story they were telling. It is evidence of the importance of considering at which
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points in participatory activities audience agency is enabled: the choice, the materials, the
process, or the final outcome and how it is shared. Participatory practices, as forwarded by
Simon (2010), offer audiences differing levels of agency. In this case, the open and flexible
nature gave participants the power to offer their own interpretations and find art that told their
stories. It also offered participants the rare opportunity to cross institutional boundaries by

choosing art from any museum collection.

Suggestions for Improving Inclusion

Currently, many museums are seeking to improve inclusion through better representation
of non-dominant identities in their collections and exhibitions. By leveraging a highly studied
theory from formal education, this study contributes to understanding how participants in a social
media challenge used their posts to actively represent their individual and group identities and
applied and expanded their funds of knowledge. This study speaks to the subtlety that can be
involved in addressing these issues and the importance of audience agency. The funds of
knowledge participants frequently drew on to make their re-creations were often subtle and came
from another creative activity in participants' lives. For museums with hundreds or thousands of
visitors every day, identifying individual funds of knowledge can be challenging. However, by
providing a non-intimidating activity, as discussed in the previous section, participants could
leverage existing funds of knowledge. By being open-ended and flexible and encouraging the use
of materials from their everyday lives, TMC also allowed participants to include and represent
what was important to them — often inspiring detailed research — so that they could fill what they

perceived as a gap.
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For Researchers

As evidenced by the literature included in this study, there is limited existing research on
the design of participatory engagement activities in museums, social media as a means to support
museum engagement, and funds of knowledge in museums. All three of these areas would
benefit from further research, particularly in studies that span multiple museums. As mentioned
in Chapter I, audience research is often based on evaluating exhibitions or programs in individual
museums. While this kind of end-stage evaluation is necessary and valuable, the findings
throughout my dissertation point to the value of studying phenomena that move beyond the
boundaries of the individual museum. This shift in approach would allow museums to design
better participatory activities, support identity representation, and better understand visitors’
funds of knowledge to design activities that support the transfer of these funds. Also, this study
speaks to the importance of social media as an engagement tool. Museum researchers should

include social media in studies of visitor engagement and learning.

Future Pursuits and Research

The three papers presented in this dissertation only represent a portion of what the data
collected in this study can speak to regarding participation and, also, curation on social media. In
this section, I share the next steps for my research and how this research will impact my work as

a museum practitioner.
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As a Researcher

After working to publish some of the research in this dissertation, in collecting and
analyzing the data on TMC, I found four additional topics I would like to research. First, I would
like to do a further analysis of the hashtags that participants used. The posts often contained
paragraphs of hashtags that both contextualized the artwork itself and provided details on the life
and habits of the contributor. While detailed quantitative analysis of the hashtags was outside the
scope of this study, hashtag use could provide interesting insights into how participants situated
and conceived of their posts within the wider context of their lives (Wong, 2012) and build on
the initial research in this area conducted by Dedema and Fichman (2021) and Ebben and Bull

(2022).

Second, the interviews with Anneloes and The Museum Wallas revealed interesting
insights into digital curation as a practice. This study considered their roles in designing and
implementing TMC, but further analysis of their digital curation practices was outside the scope
of this study. I would like to further explore The Museum Challenge as an example of digital
curation, especially as there is little prior work on the curation of participatory practices on social
media. This would potentially offer insights into what museums could do to encourage broader

representation and participation.

Third, many teachers used TMC as a classroom activity during COVID-19. In July 2022,
I co-taught a professional development class for teachers at The Phillips Collection that
integrated re-creating art and funds of knowledge. I have not yet had the opportunity to complete

the analysis of the data collected, but the preliminary findings link to how re-creating art as a
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classroom activity helped teachers understand students' funds of knowledge. These findings
build on the literacy literature connected to the remix as a way to link students’ home and school

worlds (Knobel & Lankshear, 2008; Varga-Dobai, 2018).

Finally, as inspired by the findings in this study of TMC, I would like to pursue further
research on the development of art dispositions in the museum context (Ahn et al., 2016).
Dispositions, or sets of practices for learning about a subject, are commonly discussed in the
science education literature. In art education, dispositions are known as Studio Habits of Mind,
and teach students to develop their making skills and, in the process, teach them problem-
solving, perseverance, creative visioning, expression, observation, reflection, and risk-taking
(Hetland et al., 2013; How Do Artists Use the Studio Habits of Mind, 2015). These habits, as
practiced by studio artists, increase students' confidence and use embodied learning processes to
support meaning-making (Creative Engagement in Learning, 2015). However, there has been
only a little consideration of the role museums could (or do) play in developing art dispositions
or Studio Habits of Mind. As Chapter III of this dissertation found, social media can be
beneficial in supporting educators to witness often discreet learning processes, a few of which
closely echoed the Studio Habits of Mind (i.e., iterating a process till they get it right). Ahn et al.
(2016) highlighted how social media can support scientific disposition development in learners.
The authors offered suggestions about how “social media tools can be employed to strengthen
our understanding of learning in practice” to recognize the “rich actions that learners undertake,

which may be overlooked in face-to-face situations” (p. 252). Studying art social media and
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museums through the lens of disposition development could have a considerable impact on the

field.

As a Practitioner

It is likely that on completing my Ph.D., I will return to working as an education
practitioner in an art context. My goal is to become a director of education and community
engagement at an art museum. While I hope to pursue research as part of this work, my
dissertation will also impact how I work as a practitioner. In creating education programming, I
will consider the design suggestions made here. I will also incorporate the principles of funds of
knowledge and representation into the strategy for programming and program research. If all
departmental programming (i.e., teacher development programs, school programs, and public
programming) rests on these principles, then, as a team, we will be better able to support and
measure the impact of our programming on improving inclusion and representation. This
approach would rely on conducting research with both those who visit and those who do not visit
our museum to determine what programs and exhibitions would be relevant and what voices

need to be better represented.

Conclusion

While The Museum Challenge starkly represented many of the key issues in museums,
particularly regarding a lack of representation of non-dominant art, it also offered a hopeful view
of how participatory practices in museums and on social media can support change. As an

example of change coming from outside the museum, TMC demonstrated that by following the
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example of our audiences, museums may be able to better support non-expert voices and
learning whether in person or on social media. I hope that The Museum Challenge is the
beginning of a change toward supporting potential audiences “in all their diversity” (Wong,

2012, p. 284).
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Appendix A: Museum Staff Interview Protocol

Rationale

I plan to conduct individual 45-minute online interviews with participating museum staff
to discuss the museum’s views of the social media challenges based around
#gettymuseumchallenge and #tussenkunstenquarantine and the other four associated hashtags.
Recruitment for interviews will focus on museums who started or participated in these
challenges. I will interview them in the Summer of 2020 while many museum staff are still
working from home as a result of the COVID-19 pandemic. I will ask the same questions in all
interviews to be able to compare the change in their responses. The interviews will be semi-
structured but focus on the question, /n what ways do you think the success of The Museum
Challenge social media campaigns will have an impact on your museum’s future social media
campaigns and other programming?

The purpose of the interviews is to gather the perspectives of museum staff who have
been involved in the management of these social media campaigns so that we can better
understand why these campaigns were started and the impact they may have on future museum
programming.

I chose a semi-structured interview methodology because of the exploratory nature of the
research. The interview will take place online on a private video conferencing service like Zoom
or over the phone. The conversation will be audio recorded.

Procedure

First, the participants will receive a consent form via email prior to the interview. In the
interview call, I will review the consent form and explicitly point out that the session will be
recorded, that the participant is free to stop participating at any time, and that any information
gained from the session can be anonymized (i.e., the participants’ identities will remain
confidential if desired, and the museum will not be named if desired). Participants who
electronically sign the consent form will indicate that they are 18 years old or above, that they
are museum staff, and that they agree to participate. See enclosed consent form and waiver.

The interview will be semi-structured, allowing us to follow themes that the participant
brings up. Example questions for the interviews will include:

About you and the department:

1. What is your role at [museum name]?
2. How long have you worked at [museum name]?
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[For social media staff] What was your role in the creation or management of the re-
creation social media challenges?

[For social media staff] Why was it important to your department to be involved in this
project?

[For education staff] What stood out to you about this project? Why have you chosen to
work with this content?

About the images and people’s participation:

a

10.

How do you think the participants selected the artwork they used?

Did your museum provide any supports to help people with the selection process? What
were they?

What do you think people have learned or gained through participating in

#Mettwinning?

Can you think of a favorite post or a particularly memorable post from #Mettwinning you
could share with me or tell me about? What stood out to you about this one?

What was your museum’s take on the fact that many of the images shared to your hashtag
were not from your collection?

About the impact of the campaign:

11.

12.

13.

14.

15.

16.

Has your museum gained a wider range of social media followers as a result of this
challenge? Do you have stats that you can share with me?

In what ways do you think this challenge has increased the diversity of your followers?
Have you seen a shift from your typical demographics?

In what ways do you think the success of the #Mettwinning challenge will have an
impact on your museum’s future social media campaigns? How has it influenced your
strategy?

What has your museum in general learned from these challenges?

Do you think the #Mettwinning challenge or other social media campaigns have affected
or influenced your museum’s thinking about audience engagement? Online? In-person?
Do you have any additional thoughts you would like to share with me?

Follow up questions:

Are there other members of staff in curatorial or education who you think would be
useful for me to talk to?

Would you be able to share some of your social media stats with me relating to this
challenge? And any changes in trends that you have noticed?

The next stage of this research is to send a survey out on IG. Do you mind if I share a
user survey on IG or contact some of the super users? Are there any superusers who come
to mind?
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e Anonymity? How would you like your name and the museum’s name to appear in any
research? You can decide later.
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Appendix B: Participant Interview Protocol

Rationale

I plan to conduct individual or group 45-60 minute semi-structured online interviews with
challenge participants to discuss their learnings and reasons for contributing. Interviews will be
conducted with groups where possible when they contributed to the challenge as a group
(families, groups of roommates, etc.). Recruitment for interviews will focus on museums who
started or participated in these challenges. I will ask mostly the same questions in all interviews
to be able to compare their responses. However, I will ask supporting questions based on
participant responses and an analysis of the posts that they contributed. A couple of specific
questions may be asked depending on who they are (i.e.: artists or families may require targeted
questions).

I am choosing a semi-structured interview methodology because of the exploratory nature
of the research. The interview will take place online on a private video conferencing service like
Zoom or over the phone. The conversation will be audio recorded.

Procedure

First, the participants will receive a consent form via email prior to the interview. The
consent form is a PDF that participants can electronically sign. In the interview call, Kenna
Hernly will review the consent form and explicitly point out that the session will be recorded,
that the participant is free to stop participating at any time, that participants can choose to skip
questions, and that any information gained from the session will be anonymized. Participants
who electronically sign the consent form will indicate that they are 18 years old or above and
that they agree to participate. If children are included in the interview, parents will be provided
with a Parental Consent Form. Children will be asked for verbal assent. See enclosed consent
form and waiver of written consent.

Interview Script

Thank you for agreeing and taking the time to do an interview with me. Before we get
started, I just wanted to double check that you are happy for the interview being recorded.

[Wait for answer.]

There are no right or wrong answers to any of our questions, I just want to hear your
thoughts and opinions. You may also end the interview at any time. As you know, I am a Ph.D.
candidate at the University of Maryland, College Park. I am interested in reflecting with you on
the artwork that you re-created at home during lockdown. The questions today will focus on why
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you participated and what you gained from it. The questions are in five sets. The first set focuses
on your background.

1. Tell me about yourself.

a.

b.

o e

Where are you located? Is this where you were when you participated in The
Museum Challenge?

[For adults] What kind of job do you do? Or [For children] What grade are you
in?

What are your typical hobbies and interests?

What cultures and traditions would you consider to be part of your identity?
Before the pandemic, how often did you go to art museums or engage with art?
What age range(s) are you in?

2. Partlclpatmg in The Museum Challenge

a.
b.

J-

Why did you choose to participate in this challenge? What drew you to it?

How did you select artworks to re-create? Did you use any of the supports or links
the museums shared on the hashtags?

What was your process for re-creating? How did you choose materials? Set up the
composition?

How did you pick props?

Are there any re-creations that are your unique to your background or personal
experiences?

How much did you engage with others’ posts?

How did this activity support you during lockdown?

[Artists] How did your work in this challenge align with or complement your
artistic practice?

[Families/Roommates/Any group] How did you work together to create these
images? What were your individual roles?

[Teachers] Why did you assign this activity?

3. Your favorite post

a.

oaoc o

Could you share with me your favorite post that you created?

Why is this your favorite?

What was your prior knowledge of this artwork?

Why did you include a given [pick objects] object/prop/material?

In what ways do you think your interpretation developed or altered the meaning
of the artwork?

4. Questions based on post analysis

a.

oaoc o

I had a look at some of the images you posted. I am interested in chatting to you
about this one/these ones [Screen share post image]. Why did you choose to re-
create this artwork?

What was your prior knowledge of this artwork?

Tell me about your approach to this image.

Why did you include a given [pick objects] object/prop/material?

[Pet-based] Why did you choose to feature your pet?
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5. Reflecting on your experience

a.

TG 0 s o

Would you do something like this again? Even though we aren’t in lockdown
anymore?

Did it alter your impressions of art or art museums?

What do you think it contributed to the interpretations of artwork?

What did you learn or gain by participating?

How much did you engage with other’s posts?

What did you learn from other’s posts?

What were your impressions of the challenge overall?
[Families/Roommates/Any group] What did you learn about each other?
[Teachers] What did you learn about your students through this activity?
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Appendix C: Challenge Instigators & Curators Interview Protocol

Rationale

I plan to conduct an individual 45-60 minute semi-structured online interview with the
challenge founder to discuss how she created The Museum Challenge. I will ask mostly stick to
this protocol, but as it is semi-structured, I will ask supporting questions based on participant
responses and an analysis of the posts that they contributed. I am choosing a semi-structured
interview methodology because of the exploratory nature of the research. The interview will take
place online on a private video conferencing service like Zoom or over the phone. The
conversation will be audio recorded.

Procedure

First, the participant will receive a consent form via email prior to the interview. The
consent form in a PDF that participants can electronically sign. In the interview call, Kenna
Hernly will review the consent form and explicitly point out that the session will be recorded,
that the participant is free to stop participating at any time, that participants can choose to skip
questions, and that any information gained from the session will be anonymized. The participant
will electronically sign the consent form to indicate that they are 18 years old or above and that
they agree to participate.

Interview Script

Thank you for agreeing and taking the time to do an interview with me. Before we get
started, I just wanted to double-check that you are happy about the interview being recorded.

[Wait for answer.]

There are no right or wrong answers to any of our questions, I just want to hear your
thoughts and opinions. You may also end the interview at any time. As you know, I am a Ph.D.
candidate at the University of Maryland, College Park. I am interested in reflecting with you on
the artwork that you re-created at home during lockdown. The questions today will focus on why
you participated and what you gained from it. The questions are in five sets. The first set focuses
on your background.

1. Tell me about yourself.
a. Where are you located? Is this where you were when you participated in The
Museum Challenge?
. [For adults] What kind of job do you do?
c. What are your typical hobbies and interests?
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d.
€.
f.

What cultures and traditions would you consider to be part of your identity?
Before the pandemic, how often did you go to art museums or engage with art?
What age range(s) are you in?

2. Starting the Challenge

a.

TETIT PR me a0 o

Why did you start this challenge?

How did it emerge? How did it go viral? The name?

What kind of media attention did it get?

What kind of support did it receive from museums?

Did you provide any support to people in finding artwork?

You posted others’ re-creations, did you select some or post all that you received?
What’s your impression of who contributed? Diversity of backgrounds?
What were some general types of posts?

How do you think people picked art?

Who was the most re-created artist?

How many have now been posted/received?

Did people stick to the challenge rules?

3. Partlclpatlng in The Museum Challenge

a.

b.

g.

How did you select artworks to re-create or curate? (For curators, why did you put
together this exhibition?)

What was your process for re-creating/curating? How did you choose
materials/re-creation? Set up the composition/exhibition?

How did you pick props? Are there any that are your unique to your background
or personal experiences?

How much did you engage with others’ posts?

How did this activity support you during lockdown?

[Artists] How did your work in this challenge align with or complement your
artistic practice?

[Families/Roommates/Any group] Did you re-create work with others? How did
you work together to create these images? What were your individual roles?

4. Your favorite post by others

a.
b.
C.

Could you share with me your favorite post that you created?

Why is this your favorite?

In what ways do you think this interpretation developed or altered the meaning of
the artwork?

5. Your favorite post

a.
b.
C.
d

c.

Could you share with me your favorite post that you created/included?

Why is this your favorite?

What was your prior knowledge of this artwork?

Tell me about your approach to this image? Why did you include a given [pick
objects] object/prop/material?

In what ways do you think your interpretation developed or altered the meaning
of the artwork?

6. Reflecting on your experience
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What is the legacy of this challenge? (For curators, what was the impact of the
exhibition?)
What are next steps for this challenge?
Did it alter your impressions of art or art museums?
What do you think it contributed to the interpretations of artwork?
Do you think diverse perspectives were offered on art?
What did you learn or gain from this project?
What did you learn from other’s posts?
What were your impressions of the challenge overall?
. [Families/Roommates/Any group] What did you learn about each other?
7. Wrap up
a. Can you suggest other people I should speak to?
b. How would you like to be represented in my writing?
c. Would you like a gift card as a thank you?

~ER e ao o
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Appendix D: Written Interview Protocol

5/31/22,3:56 PM Qualtrics Survey Software

Introduction

Thank you for your interest in answering a few questions about the art that you
recreated during lockdown. This questionnaire will ask about your reasons for
participating, the art you picked, and how you might have brought your culture and
personal background to your recreation.

This will take an estimated 10 to 15 minutes to complete. All questions are optional and
are for research purposes only. Please only answer questions that you feel comfortable
with. Your answers will presented anonymously in any papers or presentations resulting
from this research. However, you may be identifiable from images of your recreations
that may be included. There are minimal risks to participating in this research. The
benefits of this research is in helping investigators to understand what people learned or
gained by participating in the social media challenge to recreate art. This data will be
securely stored on UMCP servers and will only be shared with authorities if someone is
in danger. This research has been reviewed according to the University of Maryland,
College Park IRB procedures for research involving human subjects. If you have
questions regarding your rights, contact iro@umd.edu

You confirm that you are at least 18 years of age and agree to participate in this research
by clicking on the next button.

Recreating Art

About how many artworks have you recreated and shared on social media?

What were your priorities in picking an artwork to recreate?

https://umdsurvey.umd.edu/Q/EditSection/Blocks/Ajax/GetSurveyPrintPreview ?ContextSurveyID=SV_60fo3vHM5Uc3ArA&ContextLibraryID=UR_bfL9nNxQPrV... 1/5
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5/31/22, 3:56 PM Qualtrics Survey Software

Vz

Did you draw on your background, culture, or personal experiences in making your
recreations? If so, how? (This might include props used, artworks chosen, adding things
that were not in the original artwork.)

VZ:

How did you use skills or knowledge from your professional experience or hobbies in
making your recreations?

Which of your recreations was your favorite and why?

Did you collaborate with anyone on recreating artwork?

https://umdsurvey.umd.edu/Q/EditSection/Blocks/Ajax/GetSurveyPrintPreview?ContextSurveyID=SV_60fo3vHMS5Uc3ArA&ContextLibraryID=UR_bfLO9nNxQPrV... 2/5
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5/31/22, 3:56 PM Qualtrics Survey Software

[ A child or children

[0 Partner/spouse

[J Housemate or friend
[ Other family member(s)
[J Neighbor

[ 1 did not collaborate with anyone.

How did you work together on recreating the artwork?

Reflecting

What did you learn or gain by participating?

Would you do something like this again?

QO 1 still make recreations!
QO VYes, | will in the future.
O Maybe

O No, it was a COVID thing.

O Other

https://umdsurvey.umd.edu/Q/EditSection/Blocks/Ajax/GetSurveyPrintPreview?ContextSurveyID=SV_60fo3vHM5Uc3ArA&ContextLibraryID=UR_bfLO9nNxQPrV... 3/5
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5/31/22, 3:56 PM Qualtrics Survey Software

About You

Before the COVID-19 pandemic, how often did you visit art museums or galleries?

O Very frequently
QO Occasionally
O Rarely

O Never

Where are you located? Please enter the city and country or city and state (i.e., London,
UK, Oakland, CA)

What is your occupation?

What age range are you in?

O 18-29
O 30-39
O 40-49
O 50-59
O 60-69
O 70 +

Please enter the race or ethnicity you identify with.

Please enter the gender you identify with.

Block 4

https://umdsurvey.umd.edu/Q/EditSection/Blocks/Ajax/GetSurveyPrintPreview?ContextSurveyID=SV_60fo3vHMS5Uc3ArA&ContextLibraryID=UR_bfL9nNxQPrV... 4/5
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5/31/22, 3:56 PM Qualtrics Survey Software

Would you be interested in answering any follow-up questions? These questions would
just clarify or ask you to add to your answers.

O Yes
O Maybe

O No

Thank you for your interest in answering follow-up questions. Please enter your name
and email address.

Name

Email

Powered by Qualtrics

https://umdsurvey.umd.edu/Q/EditSection/Blocks/Ajax/GetSurveyPrintPreview?ContextSurveyID=SV_60fo3vHMS5Uc3ArA&ContextLibraryID=UR_bfL9nNxQPrV... 5/5
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