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bodymind.” This term,

sreater AwWareness,

@1'1_- ‘n the context of the
bal p:m.c,[f-mic., where many
\ mericans with diHﬂbiﬁti(’:‘S feel
Jismissed and vulnerable® and
nillions more have become disabled
through Long Covid.” It 1s important
ind timely to ask, what more can
museums do to create access for
visitors with disabilites? One
approach, which 1s becoming more
prevalent within the museum field,
cmploys multisensory stimuli to
CNgage V1SItOrS O1l a bodﬂﬁ' and
cmotional level. Museum scholar,
Leslie Bedford, has described the
ncreased focus on the “bodilv basis
O cognition” as 4 “olobal shift 1N
the cultura] zeltgelst.”” She suggests
that contemporary exhibition models
place INCre |
ANd emotiong] expertences. Indeed
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[ his approach,
45 SeNsory t 3 E( '
e 1) museology,
LS standard access

a1 O A 111
\d provides an additional
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asmg emphasis on sensory

used 1n ic field of disabiljrj; studies,
emphasizes the interrelatednes of
the body and mind, which have long
been thought of as separate. It also
rejects the segregation of mental
health and physical manifestations of
disability. As scholar Margaret Price
acknowledges, “mental and physical
processes not only affect each other
but also give rise to each other.™

We have historically

compartmentalized our bodily
experiences and similarly perceived
each sense as a distinct system.
This, however, distorts the reality
of human sensory expertence. In
fact, we process our expetiences
in multiple modes, as our brains
gather together all our sensory
inputs to inform our observations
of our environment.’ Because

our senses are in fact integrated,
museum experiences are unavoidably

multisensory experiences.

Traditionally, however, museums
have resisted multisensory modes
of display and interpretatic?n dli.i to
“Western intellectual traditions, *

which value language, the wntte(tll
word, and verbal ability as a mode
s most obvious

of learning. This 1 |
e influence

in art museums where th
of Enlightenment ‘hinkers, who




insisted that art should be a visual
experience only, lingers. Visitors
are expected to read the wall labels,
gaze at artworks, and “become all
detached contemplation.”’ Scholar
Fiona Candlin also points to the
founders of art history, Alois Riegl,
Heinrich Wolfflin, and Erwin
Panofsky, as setting vision apart
from the other senses— touch, in
particular. Their theories contend
that art, and the ability to interpret
through the senses, progressed
throughout time and geography,

reaching its apex 1n the ‘avilized’
West. For these thinkers, vision, the
supposedly rational and objective
sense, sat 1n opposition to tactility,

which was associated with childhood

and the “generically non-west.””
Candlin summarizes these concepts
as “‘patriarchal, disembodied,

ocularcentric aesthetics.”” Their ideas

were contingent on a belief that the
senses function independently of
one another, and that the mind and
the body were separate.

Developments in neuroscience
have dispelled this assumption.
Nina I.event and Alvaro Pascual-
Leone discuss the implications for
museology n their interdisciplinary
study, /e M ultisensory Museum: Cro.rf.r-

disciplinary Perspectives on Touch, Sounds,

Smiell, Memory, and Space. The authors
call on museum professionals

to consider the “combined and
complex interactions between
visual, auditory, olfacror}*, Spatial”
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experiences and the Opportunities
that such a multisensory approach

could provide visitors.'’ Levent

and D. Lynn McRainey obserye

how sensory offerings have been
embraced in children’s museums to
encourage curiosity from its young
visitors.'' Sclence museums 1S O
toster exploration through mteracﬁ%;

I; .r

exhibits which often feature touch i

| I,.JijI r'-t;. 2

and sound. Sensory ptohlbmons A
are mostly found in museums of aﬂgrf‘?-;
art, ethnography, and history, Whlch
display culturally significant ob]ec
There appeats to be a shift, how Fer,
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visitors to actively engage more
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of their senses. The Mauntshms ;j;

for example recently used SEﬂSb]‘.‘Y.;;

171 Co/azzr explored how scent cari"'r;
-’JE-‘ 14,7 ,
offer “narratives and insights™ 1 &

the past by recreating historical Od@ <
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This could be thought of as aﬂ; w
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access features, the visitor has
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.1 access for disabled

1is: 1])1lm advocates are

stitutions to provide a

okiNg
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.m is more than a set of stairs.
. .thet Pressman and Damel]e

o

<chulz, museuim professionals and
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«tress the importance of cognitive
sensory access, alongside
Lsive exhibitions, programming,

md

111L
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with disability organizations

nd communities, professional
development and staff training

within the institution, and digital and

financial access.!’

Museums and cultural workers
are rediscovering the power of
sensory stimult on visitors and
its potential to create accessible
museum spaces. Independent
curator and critic, Amanda Cachia,
argues that access requires curators
(O ndvocatc for both Conceptual
and physical components. Cachia
Ct}t':ltcd two exhibitions that
“imulated physical, cognitive,
| sorial outcomes in visitors
"irough “tactile elements, sound,
“Aptions; and audio description.”!
At the Museum of Fine Arts,

Houe
USton, visitors qttend.mg an
about textiles were able

Is and touch fabric and
Aaroline Goeser, the Chair
I)qurtrnent of Learning

and se

1[”L:\:hil)i[i{)n
0 hold too
threaq, ©
ot the

ppactical Guide Jor Museunm Accessibiity,

language practices, partnerships

Page103
and Interpretatlon recognizes that

Visitors requu:e many cntry pomts”
INto museum content that “might
connect with their persona Jiyes 17
Arts and culture writer, Alina Cohen,
polnts out that “tactile €Xperiences. . .
transcend nearly all social barriers 18

Opportunities to touch objects,
usually through touch tours, is

a strategy that museums have
historically used to provide

access for blind and low vision
communities.” In a study conducted
in 2011, participants in focus
groups composed of blind or low
vision museumgoers detailed their
enthusiasm for tactile interpretation;
they described their past experiences
of touching an object or replica as
highly memorable and informative.”’
Touch tours are able to address

the 1ssue of intellectual access, in
addition to physical access. Not only
do they give visitors the chance to
learn about objects through direct
handling, but they provide a forum
for visitors’ responses and support
discussion. Beyer et al. reported,
however, that many focus group
participants resisted special access
days that might segregate disabled
and non-disabled visitors. Of course,
sighted people can also learn thmugh

tactual access.

Candlin provides a number of

457 104 : 2 'j_'b ;t:':.
examples that demonstrate haws B

some artworks can be more ﬁJﬂy
understood through touch. For
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the “smooth, slippery are some of the more conventie < hind the descriptions likea  museums in 4 Precarious financi]

3 AL
surfaces” of Jeft Koons’ Ravbit and widely used access lnetho % ltrack, creating 2 contemplative Sltuat[on but there are COmPe]]mg
(1986) speaks to the ’ ‘shininess Audio guides, which Pl'OVIde,} % _ Ambient sounds, such as reasons to consider multisensory
that] was preva alent in 1980s art,” curatorial 1 Interpretations, ar' X m .nd a noisy room packed strategies as museums seek to

1ps 2
hicCup?
nd indicate ideas about artistic available to museum V1$1tors ﬂm, “h Pwpl also weave in and out attract wider audiences and
'Hn '_', l“n,t\r

pmccsses and * the 1'c]ect10n of the hlghh descnptlve ﬁlldlo g'-llde 1 .' ounl LIHC"’1PU’ (O the mrratrve cnsure they are relevant to diverse
o a5

- tist’s hand.”?! This suggests that or image descriptions aimed at The inclusion of such techniques populations. Concerns that an

tactual engagement with objects blind and low-vision people“ o akes - \[1nds Eye compelling for Increase in touch1ng IS unsanitary
that are deeply informed by thetr now becoming more COmmo “L m [h(;"“* who cannot physically visit the  and puts visitors at risk of
materiality should be available to the 2011 study by Beyer et 311‘5 the useum, such as those with chronic  COVID-19 are understandable,

all visitors. Touching objects 1s authors found that the Parﬁm *_Eﬂm lIness, and interprets the space n an  but evidence shows that indirect

popular with museumgoers and were enthusiastic about hlghl ik smotive Way. contact from a contaminated
1S SUC}‘], 1 h ﬁndh_ng tﬂblc Can NOw descrlpuve aud_lo gllﬂdes and)_t :'? Surface 1S Not the dom.iﬂﬂﬂt form

e

be found in the British Museum. expressed a desitre to be emou@ t& Anne Kelly, expetience designer of viral transmission. The future of
While the inclusion of permanent as well as intellectually, stimul A and producet, SUgZESLS binaural integrated multisensory exhibits will
audio techniques are underutilized depend on museums’ commitment
access for disabled visitors on example shows how emOUVE 1 in museums where audio guides are to accessibility and, for art museums
spontaneous trips, often the objects  sensory approach can be, amd“ already heavily employed to act “as a willingness to let go of traditional,
are not representative of the entire how designing an audio gmde“ ;“m 1 narrative or curatorial overlay.”*’ ocularcentric perspectives of art
collection, having been chosen for disabled visitors can benefit t the elg Binaural recordings recreate how history. Questions might be raised
their durability.” visitor expetience for everyo - § humans naturally hear sounds, being  over the expense and complexity

| The Guggenheim’s Mind’ Eye ’%’ optimized to recreate a sense of of implementing multisensory
Replicas offer visitors the chance Sensory Guide 1o the Gﬂcggeﬂ/)eszr :‘” 77 distance and better immerse the experiences, but I believe a lack of
to'h'andle objects which, in their York, 1s intended for blind an : r“ istener. Kelly argues that binaural intentionality is the real barrier to
original form, are too delicate to vision communities, but it has f'“(w-m audio rcc:hniques can be employed this approach.
be touched. Indeed, touch tours described by actor and Mmd’ 10 “cut to your audience’s core and

often requ:ch Visitors to wear nitrile narrator Marilee Ta]klngtonf :- ho quickly immerse them in a different Lately, the Van Abbemuseum
ééll:;tzt‘;}:llfz ;2;1111 E?fi jjr:;i ::;1; the  is blind) as being “for everybe 0 . ime and place.” Such techniques has overcome these barriel:'S_ '
€. Narrated by a range of loca %w“ would be particularly effective in and demonstrated the feasibility
Copies recreated with 3D scanning the audio guide begins by de cribing Creating a richer understanding of of multisensory approaches in
and printing increase the depth the New York streets leadin et :T’_‘!_._’ historica] ptllOdb and unfamiliar an exhibition of its permanent
of experience for sighted visitors the museum, and offers é d ‘” es. This g collection. Named Delinking and
and, of course, provide access account of the architectut 'f“ jt”’ ".j €per 1 108”7 Rﬁ/m/ém,g 1n EnghSh (Dwrmrbaﬂdm oy
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and its impact: “We feel compt S ngagement. Institutions  in Dutch), the exhibition 1s the

o not only by the shape of the wait '." “ould use these techniques to create  result of a new presentation of the.u:

to 3D scann ,
i 9 ning and printing due but also by the colot: deﬁp ut 1l | A ticher “Xperience for all visitors and co]lectlon holdjngs which mcludes
nological ady; ancements and red, which stands in stark uﬂu ast Particy].
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touch tables goes further to ensure when visiting art museums.

Museums now have greate

arly for those who can only
with exhibitions from their

Audio guides and image de
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said the aim of the exhibition was
to “prov 1de a beautiful, exhilarating
experience in which the artwork

1S approached from multiple

perspectives in which the whole body

participates.”*? The museum has also
worked with Smartify, an app that
allows visitots to scan artworks with
their phones to access interpretive
information through an audio guide.
Visitors have the choice between five
different audio tours, each oftering
a different perspective: the Family
Tour, Colonial History Tour, Bodily
Encounters Tour (where visitors are
guided on a multisensory trail), the
Love Letters Tour (which offers a
queer perspective), or The Broader
Story Tour. These thematic tours
give visitors the option to select an
interpretation that interests them
and choose a new interpretation on
their next visit. Additionally, the app
includes image descriptions of each
artwork, guides for tactile objects
which explain what the visitor is
touching, and soundscapes. These
inclusive features, in combination
with the thematic tours, give disabled
individuals the opportunity to access

additional layers of information over
time.

The exhibition’s multlbensory and

accessible approach enables disabled
VIsItors to explore the museum

collections independently, without
accommodating to the museum's
scheduled access programs. Some

artworks, for example, are hung at

Manifesto

wheelchair height. Suggestlo f o
the inclusion of scent is > i;J

were quickly dismissed by 1,;, |
reviewer, who recognized h j
approach desegregates muse at
experiences for disabled andt‘
disabled visitors. “What at & *';f
olance resembles some sor'tlb

oimmick, like those scented? 1€
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of the exhibition. You expe ence
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art here with your whole bo r@ Th
means that the exhibition is {a

T
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explicitly accessible to ws1t0r§s %ﬁ'
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visual impairment or other d disability,
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Visitor, Annelies Snijkers, wli

expetriences low vision, was ;dff ’iﬁ
ik

impressed by the scale of theﬁ; Sl

f Tf-}f J:' E“i’ 1

&

exhibition, which is spread Ovp ngiu ve

2N

floors of the museum’s co]lecii ;},_

o
X
'
I

i *—-Iié
wing. She celebrated the multls! *"”’“‘

approach, saymg, “Art onl}r bec éﬂ* S

ﬁLf

art when you yourself expenen :!r

sensation. Merely a text descrlp on.

o AN "‘ff A
has no meaning, That only give %‘a"’“‘ﬁ“‘
a fragmented idea of what the,'lr 2

to see, but that's all yiihe mcl_ Mﬂ'

to experience the mood and qv 5
of artworks. For example, Qutt %
Desire is Wild; I'm a Deer (20 14) oy

Nilbar Giires (see figure 1), sk *”“"‘
a deer mountlng a pommel h1 ; “ G

and i palred Wlt]n Y ]umPyJ? j”h!-hh o
composmon allowmg Sﬂi]‘:lﬂ"'gr ﬁ“ e
hear “the humor and the 1mP

Nilbar Gures, Queer Desire is IV z/d I m a Deer (2014) texule, 143 X 193 3 cm. Collection Van
Ab ])t‘ﬂlllbf:?llm, Eindhoven. Photographer: Peter Cox, Eindhoven. Image descaption: Ag?m
aplain tan background, a deer is mounting a piece of gym equipment called a pommel horse. The deer is
off-center, to the left of the composition, and decorative patterns border three of the artwork’ corners. The
votlom right corner does not have a decorative pattern. The deer consists of an outline, 50 the tan background
shows through, although its brown antlers are set against an irregular black shape. Flowing upwards from

s antlers is a feathery green plant, reaching towards the top right of the image. Rainbow colors, in a
rectangular shape, are i 1ohtly sketched underneath the plant fronds, and underneath is a small green and red
Iummingbird, feeds ng from a long-stemmed plant with white flowers.
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Atmosphere,”

(

1€ music truly conveys an
she said.?

lhmugh multisensor mterpretatlon

35 Van \bbLleseurn has discarded
t]

1
¢ value jludgments that the SO-

Called tounders of art hlstor}r

place

d on art, and on the ‘lower

SCNseg’ < o4
S Such as tactility. They have

HI]()\\F

col]

e mﬂgmc W
{}(]l\ “Ollnd

I ' 4
L how art museums with large

¢
Ctions of art and artifacts can

hat 2 museum visit can
smell, and feel like.

Multisensory interpretation has the
capacity to provide mean.ing@ and
transformative museum eXperiences
for those traditionally left feeling
isolated in museum settings. By |
offering additional layers of meaning

that speak to the bodymind,
museums can offer disabled visitors

an enhanced level of physical and

intellectual access. This type of
inclusive design reaches beyond

ADA requirements and would

lence |
improve the museum expert "




those of all ages, abilities, language

Auency, s0C10economic st

atus, and

cultural background.“‘

Our existence is inherently
multisensory so regardless of ability,

. more multisensory, bodily, and
emotional approach to museum
interpretation will provide visitors
with richer experiences, enhanced

understanding, and unexpected
meanings. Museums should continue

to work to pror—ide a space that
accommodates everyone so that no
bodymind 1s left out.
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Like Bunning, I choose to capitalize the
word White as well as the words Black
and Brown. Though Bunning does not
explain her decision, I am following the
lead of scholars such as Zeus Leonardo,
Beverly Daniel Tatum, and Ali Michael
to emphasize that, in Michael’s words,
Whiteness is a “political categor][y]
rather than mere descriptor,” 1n Als
Michael, Raising Race Questions:
Whiteness and Inquiry in Education
(New York and London: Teachers
College Press, 2015), 17.

Amy Lonetree, “Museums as Sites of
Decolonization: Truth Telling National
and Tribal Museums,” 1n Contesting
Knowledge: Museums and Indigenous
Perspectives, ed. Susan Sleeper-Smith
(Lincoln and London: University of
Nebraska Press, 2009), 322-338, 325.
Katy Bunning, Negotiating Race and
Rights in Museums (London and New
York: Taylor and Francis, 2020), 109.
Ibid., 141.

Ibid., 49.

Ibid., 11.

Ibid., 11.

Ibid, 146.

[bid., 147.

10. Ibud., 147.

3.

If you break the rules, please do it

unnoticed: Aldo Giannotti’s Museum

Score

Andrea Steves
Aldo Giannotti, The Museum
Score. Exhibition Score printed on
the occasion of Safe and Sound at
MAMBO Bologna, 2021.
Aldo Grannotty, Safe and Sound,
curated by Lorenzo Balby, curator,
Sabrina Samori, curatorial assistance.
Bologna, Italy: MAMbo - Museo d’Arte
Moderna di Bologna, May 5, 2021 to
September 5, 2021.

Tony Bennett, “The Political Rationality
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of the Museum,” The Journal of Media
and Cultural Studies 3, no. 1 (1990):
35-55.; Michel Foucault, Discipline and
Punishment: The Birth of the Prison
(New York: Vintage Books, 1975).
Eileen Hooper Greenhill, Museums and
the Shaping of Knowledge (New York:
Routledge, 1992): 190.

Mary Louise Pratt, “Arts of the Contact
Zone.” Profession 91 (1991): 33—40.
Simon O’Sullivan, Art Encounters
Deleuze and Guattart: Thought Beyond

Representation (New York: Palgrave
Macmillan, 2000).

Multisensory Museum Spaces and the
Bodymind

Alice Timmins
Ailsa Chang, “Disability rights
advocates meet with CDC
director Walensky,” NPR, January
14, 2022, https:/ /www.npt.
org/2022/01/14/1073215419/
disability-rights-advocates-meet-
with-cdc-director-walenskysutm_
source=pocket_collection_story.
Katie Bach, “Is ‘long Covid’ worsening
the labor shortage?” Brookings, January
11, 2022, https://www.brookings.edu/
research /is-long-covid-worsening-the-
labor-shortage/.
Leslie Bedford, The Art of
Museum Exhibitions: How Story
and Imagination Create Aesthetic
Experences. California: Left Coast
Press, 2014, 50.
Margaret Price, ““The Bodymind
Problem and the Possibilities of
Pain,” Hypatia: A Journal of Feminist
Philosophy, 30 no. 1 (November 2015):
26884, https://doi.org/10.1111/
hypa.12127.
Nina Levent and Alvaro Pascual-Leone,
The MultiSensory Museum: Cross-
disciplinary Perspectives on touch,
Sounds, Smell, Memory, and Space
(Maryland: Rowman & Littlefield,
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12:
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14,

2014), xvi.

Bedford, The Art of Museum
F.xhibitions, 50.

Constance Classen, The Museum

of the Senses: Experiencing Art and
Collections (New York: Bloomsbury
Academic, 2017), 1.

Fiona Candlin, Art, Museums and
Touch (Manchester: Manchester
University Press, 2010), 16.

Candlin, Art, Museums and Touch, 30.
[.event and Pascual-Leone, The
MultiSensory Museum, xiv.

Nina Levent and Lynn D. McRainey,
“Touch and Narrattve 1n Art

and History Museums”, in The
MultiSensory Museum, 71-72.

Arane Van Suchtelen, “Fleeting-Scents
in Colour, An Introduction,” Fleeting

- Scents 1n Colour, (Netherlands:
Uitgevery) Waanders & de Kunst
Publishers, 2021), 13.

Camelia Chivaran, Maria Laura Nappi,
Sonia Capece and Mario Buono,
“Multisensory Museum Models for
Knowledge Transfer,” Advances in
design and digital communication II:
Proceedings of the 5th International
Conference on Design and Digital
Communication, Digicom 2021,
November 4-6, 2021, Barcelos,
Portugal, 38.

Although uncommon in museum
settings, the inclusion of olfactory
stimuli can pose a problem to

people with chemical sensitivities, SO
exhibitions such as Fleeting - Scents in
Colour, where the aromas were diffused
into the room via a foot pedal activated
by the visitor, does not offer the perfect
model for scent delivery. Alternatives
such as scratch and sniff scent cards
(Which visitors could also take home) Of
scent boxes, where an individual inserts
their head into a perfumed container,
offer more localized delivery methods.
Heather Pressman and Danielle Schulz,
The Art of Access: A Practical Guide

16.
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18.

19.

20.

21.
22.

29.

24.

25.

Tl'_le two exhibitions were Markj.ng |
Blind (2015) and Sweet Gongs

Vibrating (2016) by artists Raphaélle de
Groot and Carmen Papalia.

Alina Cohen, “How Art Museums Can
Remain Relevant in the 215t Century,”
Artsy, ]}me 15, 2018, https:/ /wwwartsv
net/ article/ artsy-editorial-art-museums-
remain-relevant-21 st-century.

Cohen, “How Art Museums Can
Remain Relevant in the 21st Century.”
There are also a small number of art
and history museums where every
object 1s available to touch. See, Nina
Levent and D. Lynn McRainey, “Touch
and Narrative in Art and History
Museums”, in The MultiSensory
Museum, 70.

Marta Beyer, Nina Levent, Leigh

Ann Mesiti, Joan Pursley, Christine
Reich, and Anna Lindgren-Streicher,
“Speaking Out on Art and Museums:

A Study on the Needs and Preferences
of Adults who Are Blind or Have Low
Vision,” Report #2011-3, Boston:
Museum of Science, Boston, and Art
Bevond Sight, 2011, 38.

Cafld]j_n, jlit, Museums and Touch, 190.
Candlin argues that the handling tf'_ble
at the British Museum feels more like

a gesture towards inclusivi'ty, and the
range of available objects 15 100 small,
see Art, Museums and Touch, 142.
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To Listeners’ Mind’s Eye, NPR,

s:/ /WWW.
October 30, 2020, https:/
npr.org/ZOZO/ 1 0/30/928348744/
dio—guide—brmgs-the—
-mind-s-eye.
Cannavale,

guggenheims—au
art-musemn—to—hsteners

«Qcale”, narrated by Bobby

11 “Mind’s Eye: A Sensory Guide to the

Guggenheim New York,” Septembert 2

2020, 2:45, https://www.guggenheim.
org/audio/ playlist/ miﬂds“eye“ff‘
sensory-guide-to—the-guggenhenn—new-
york.

Author interview with Anne Kelly,
Executive Producer of Switchboatd
Operations, March 5, 2021.

Author interview with Anne Kelly.
Author interview with Anne Kelly.
“Delinking and Relinking,”
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vanabbemuseum.nl/en/programme/
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accessed December 8, 2021.
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HOW DO MUSEUMS RESPOND TO THE URGENCY OF THE MOMENT»

In what ways can museums be critically transformed to foster socjal
justice work? Fwd: Museums, an inclusive, cross disciplinary publicat;
'shares interventions, experiments, and community dialogues within au:;n
outslde of museums. Our contributors reexamme, critique, and chall :

' museums as soclally respon3|ble spaces. snde

“--;‘_In our seventh |ssue, “Mamfesto, encompassmg more than just a decla-
f}ratlon put into writing, these pages are the catalysts to spark action and
inspire change. Our contributors, artists, professors, museum profession-

. i als, students and others face our present difficulties and imagine bold
. new solutlons and futures. Inside you will find artwork, essays, poetry, and

other creative forms that explore topics such as:

® Reviews examining the use of the museums as neutral arbiters to
advance problematic ideologies.

e A call for a new multi-realist approach to diversity within the art
world.

e A reimagining of the role of security guards in art museums in Italy.

e How even botanical gardens can advance imperial narratives.

e In their own words, how university students are combining social
activism and museum practice in Mexico City.

Presenting the history of girlhood through museum exhibitions as a

form of rebellion.

As the tumultuous first few years of this new decade has laid bare the fail-
ings and weakness of our current system, may the dreams of a brighter,

better future be manifested.

Now, it’s your turn.

We’'re looking Fwdto continuing the conversation.
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