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2. Welcome 

Dr. Paul Jürgen Wittstock

Dr. Wittstock  welcomed the participants of the conference and thanked for their participation in the reception on Friday. He stated that the conference is taking place in an exhibition room and not in a sterile conference room. This way the participants are surrounded by real art which will serve to remind all participants of the main theme of the conference. He stated that the room is filled with items from the last 20 years and especially mentioned a monument called “for the flies” at the back of the room. The item has an intellectual message, and although Dr. Wittstock knows which idea the author had in mind sculpting the monument but invited the participants to form their own associations of the item. Dr. Wittstock excused himself for the noon since he has to tend to organizational matters before his retirement in seven weeks. He mentioned that he will be present though in the afternoon for the Hessian Ministry of Culture and Science since Dr. Arzberger from the Ministry was unfortunately not able to attend due to important meetings.

Dr. Kerstin Weinbach

Dr. Weinbach from the city of Marburg welcomed the participants of the conference. She is very pleased that the city of Marburg is hosting this conference and mentioned the broad sense for social responsibility of the city. This ranges from the influence of the Saint Elisabeth over the Blista to the Bundesvereinigung der Lebenshilfe. Due to its cultural openness the “Art for All” project fits well into Marburgs concept.  Marburg has already hosted events like Eucrea, an interactive theatre festival and Tranzformation, a theatre performance with disabled actors. Further examples for Marburgs initiatives in the field of promoting equality for persons with disabilities are an exhibition of the Marburg Art Society and the Blista “seeing by hand”, aiming to include seeing, blind an visually impaired people and offering a hands-on approach on art, Mr. Robert Schmidt-Matt’s exhibition “restrained movement” in the BLISTA and a successful musical with the theme of Saint Elisabeth with disabled and non disabled actors which will be performed on the 16th and the 17th of November 2007 in Marburg. Dr. Weinbach recommends the participants a visit to the Elisabeth Exhibition in the Landgrafenschloss and thanked the University Museum for offering the venue for the “Art for All” Conference. Dr. Weinbach wished all participants a successful exhibition and seminar.

Mr. Kraussmann

Mr. Krausmann spoke on behalf of the Blista-Management at the conference. He welcomed the participants and hoped for a successful conference. He went on introducing the Blista with a few words, mentioning especially the impossibility to start an academic career for blind people in former time. The Blista has been doing its part in removing these barriers for 90 years. The Blista itself has 280 students, a staff of 400 and a budget of 18 Million Euros. He offered the participants the opportunity to visit the Blista at 17.00 in the scope of the exhibition “Restricted movement” since some participants mentioned that they wanted to get to know the Blista.

Mr. Kraussmann went on talking about the “Art for All” project and cited the 27th article of the convention of human rights which is both the aim and the motto of “Art for All”. Mr. Kraussmann hopes that the conference will do a large step towards achieving this aim. He is looking forward to a discussion of experts from all over Europe and the examples they will introduce during this meeting. Mr. Kraussmann welcomed all partner institutions and partner museums and thanked them cordially for their participation in the project.

Ms. Irene Soltwedel-Schäfer

Ms. Irene Soltwedel-Schäfer thanked the participants for all attending to the conference and welcomed Dr. Hertlein from the Blista. She thanked him for his important role in making the conference possible. She pressured the point that the aim of the conference is to establish a constant institution in Europe to offer exhibitions for blind and focusing know-how on pedagogic concepts of museums to make them accessible for everyone. She said that a first step would be a wandering exhibition in Europe raising awareness for the problem.

Ms. Soltwedel-Schäfer thanked Mr. Cyrille Gouyette who already offerd the Louvre`s wandering exhibition to organize the first steps in achieving this aim. This could be done in cooperation with Mr. Hertlein in Marburg or in another European city.

Ms. Soltwedel-Schäfer mentioned that she had talked with Mr. Arzberger from the Hessian Ministry of Culture and Science who was unfortunately not able to attend the conference. He was astonished by the initiative of the project teams since most museums in Hessia; in particular the museums of the state did not show such initiatives. He agreed on a talk with some of the persons in charge of the project since he would be very happy to follow up on this initiative. Ms. Soltwedel-Schäfer wished all participants a pleasant and successful conference day.

Mr. Peter Metz

Peter Metz welcomed all participants and had to clarify some organizational matters. The planned dinner would be held at lunchtime instead of in the evening. He told the participants that they would have to choose a menu before lunch and kindly asked them to hand him menus with their choice.

3. “New pedagogical concepts for museums considering blind and visually 

  impaired persons“

  Dr. Panhans-Bühler, Art University Kassel

Ladies and Gentlemen,

The issue on which I would like to concentrate in my contribution to our conference, “Art for All – paths to art for blind and visually impaired”, will start from some newer concepts in art education, which are discussed in the art pedagogical field, in which I am enrolled at the Art School Kassel. In those newer concepts, you may recognize some shifting in the methods of teaching, which are not independent from what artists in the last decades proposed by their realized works as a new form, how the public would be able to use their work for their own experiences and for a new form of exchanging them. Of course, we have no specific ideas how to transmit visual art to blind or visually impaired persons, but visual artists showed us, how not to reduce aesthetic perception to visual materials. 

But first I’ll start with my personal experience with blind or visually impaired persons. When I was still a student, I did some guided tours through the Art world of Belgia and the Netherlands. On one of those tours, there were two older ladies from Hamburg, sisters, and I remarked that the one of them always was guided a little bit by the other one and that the two sisters always were right beside me. So I thought, perhaps they couldn’t hear so well. One day, the one lady told me that she had lost her eyesight, seeing now only some grey schemes. But, she continued, she loved my descriptions and analyzes of all the art works, be it architecture, sculpture or paintings and that she could well imagine all. I was very moved and tried to be even more telling in giving her an idea of the art works around. – The second contact with blind was during documenta X in 1997. I was part of the training program for the guided tours in the exhibition, and a very fine and sensitive student of mine, Dominique Busch, was proposed to accompany a group of blind youth. She wasn’t sure how to do it – there hasn’t been any special training for such a task, and so I proposed her to do it together. Since the invitation for our congress, I guess that the young blinds came from the school in Marburg. On the guided tour, we met an artist standing beside his contribution, a mobile sort of house which one could unfold and infold. He immediately was eager to show the young blinds how it functioned, and fascinated they managed the mechanism by themselves and were very pleased. The most important for Dominique Busch and me during this time together with the blind was that we realized that they were in some contact with our space of perception, but that moreover they were in relation with a wider space, to whom we did find a contact with their help. To put it in a precise sculptural concept: through them we recognized the relation between forms and the airy space in a newly structured way, because they could feel and hear this interplay – and of course, they all loved music and chatting. – Afterwards we went on a coffee and had the impression that they had given us more than we have been able to give them. In short: we were enchanted, and put down the pitiful idea to look only for things they could touch.

(Ill.1: St.Exupéry: “elephant devoured by a boa”) We often are trapped by the idea that in our experience we could become pure eye. In our common practices we mostly rely on seeing, reading and hearing, cutting down the hinge between our outer and inner perception. You all know the famous drawing from the beginning of “The little prince”, where Antoine de St.Exupéry reports his misfortune with the adults, who in a drawing from his childhood could only recognize a hat, so that young Antoine was urged to add a second drawing, showing them what was really going on: “An elephant devoured by a boa”. And maybe you remember one sentence from that marvellous book, where the little prince is advised by his friend, the fox: “You only see well with your heart. The essential is invisible for the eyes.” 

(Ill.2: “Gabriel Orozco: My hands are my heart” 1991)  I show you here a work of the Mexican artist Gabriel Orozco from 1991, done with a lump of rough clay and then burned. The two photographs were mounted together by the artist for the catalogue of his exhibition in Paris in 1998. You see that both photographs are cut down on top, so you can’t see the head, reinforcing the title “My hands are my heart”. 

A time honoured concept of sculpture has been that sculptors are seeing with their hands, the eyes being more a sense of control, not of imagination, the work depending from the hands coming in touch with the material. This was even a rule in times, when most sculpture followed the visible, naturally given forms of objects. - In his writings on the fourth dimension, Marcel Duchamp developed a fitting, but also astonishing model of the relation between moule and moulage, this means: between the moulding form and the moulded form. In his charming irony, he gives us an example: un objet en chocolat, a chocolate object. The moulding form, different as in physical sculptural procedures, is for us invisible, but it is responsible for the visible and touchable result, the moulded form. In the state of apparition, the moulding form, which is a sort of mirror image, would be sensible on the surface of the object, but never be able to be objectified apart. This state of apparition is a sort of presence of the fourth dimension, an unlimited surface, as Duchamp puts it, and of which he implies that it is analogue to the erotic experience, but is also a cosmic physicality.

Before making a reference to the experience of the blind, let us describe it with a short story, Rob Scholte, an artist from Holland who was teaching for some years at Kassel Art School, loved to tell: “A blind and a lame became friends and decided to make their fortune together. To find more entertainment, they went to a big city, the blind carrying the lame on his shoulders. Suddenly the blind said: ‘There in front of us, there is a beautiful girl!’ Where upon the lame asked the blind: ‘How can you know it? Given you are blind?’ And the blind replied: ‘I feel it on my skin!’” – Maybe the blind would have laughed on the famous aphorism of Georg Christoph Lichtenberg: “If we couldn’t hold closed our eyes, we wouldn’t be sure, if we see with them or indeed with our belly.”

From all these remarks and positions of artists, poets and a witty philosopher, let’s make the following proposition: The possibility for blinds to touch objects of art, in so far as they are sculptured, we should not take as a sort of alternative, to substitute the lack of view. On the contrary, hence we could learn, that we, normal people with sight and touch, normally hold up a viewing distance when touching, which maybe we only loose when falling in love and bed by night. And maybe we are very amazed, but also conspiringly amused, when we realize that for the blinds the experience of pure touching can open up an intensified corporal and spatial emotion, which we normally neglect. - So, we can continue to give the blinds access, for instance to the Opera dell’ Duomo in Firenze, with its marvellous collection of sculptures, but perhaps with a more balanced feeling of mutuality. 

You all know the famous story of Jacob and Isaac from the Old Testament, when the blind grown old Isaac is deceived by his son Jacob, who, with the help of his mother, tries to get the final blessing from his father, before his brother Esau, who as first born has the right for it, will come back from hunting.  There are two senses involved in that story, the touching and the hearing. Rebecca, the mother of Jacob, has clothed his arm with a rough skin from an animal, so that Isaac would have the sense of touching the skin of his firstborn Esau, the rough hunter. Jacob is pretending being his brother Esau, back from hunting and having prepared some venison for his beloved father. And he begs for the blessing. Isaac is hesitating because of the difference between the heard voice and the felt skin, and he says: the voice is that of Jacob, but the skin is that of Esau - and he decides to follow what he remarked from touching. – In the logic of that story, he should bless the false one. But, would a real blind have done this mistake? Maybe he would have fallen in a paradoxical conflict not to solve, given the deep routed confidence, all human beings, maybe even animals, have in the relation between object and voice.

Once more I’ll give you an example from an artist, Bogomir Ecker from Düsseldorf. But let’s start with a short recapitulation of the perceptions connection between touchable objects and voice or sound. We all know that voice and sound, also experienced by touching, in our growing up are prior to the sight. Most animals, let beside some fishes, have a voice. We recognize them by their voice, even before we see them. Of course, human animals have also a voice we recognize even if we don’t see them – therefore the play with an altered voice. And we all know, that noises, we can’t identify, are extremely disturbing. We don’t give up, until we have assigned them to their source. Objects normally are mute, but they give a noise, when we force them by special touching, knocking, grinding, grating and so on. Outstanding examples are the mute musical instruments, which in ‘playing’ give articulated sounds, the music. Our confidence in objects is also depending from the sound. Imagine water, from a bottle or a tab, which would not give its familiar noise – we would fear a ghostly reality and perhaps die by thirst. Voices and noises are linked with our perception of objects in space and time. When we are able to see, we combine them with the image of the object, but when we are not able to see, we link them, if possible – the wind may be an exception – with our experience by touching. So the sight is an additional experience, but not in any case necessary. In hearing music, sometimes people even close their eyes to have the pure sensation. In this regard, the blind and we non blinds can share a sensation, and the basis of this lies in our same early beginnings.

Some weeks ago, in Hamburg was opened a large retrospective exhibition of Bogomir Ecker, including an astonishing new work. Bogomir Ecker is a sculptor. Quite all his works are in touch with the sound, but quite never there are really objects transporting a real sound! We remember the sound by recognizing the objects. But it’s not a sort of simple playing with the solving of a riddle – look: an altered guitar, an altered drum, and so on. It seems more that Bogomir Ecker is evoking in a poetic manner our confidence in the voice of the objects which depends of their body. So, his works evoke at the same time the muteness of all objects and our having provoked their voice, thus the enchantment of his objects is based on being silent and full of voice at once. Being able to charge his objects with this quality, they regain their dignity. 

Of course, one could tell this a blind person, because without sight he wouldn’t be able to recognize this. But I am sure, that he could tell us a lot not alone about his love for real music, but also about his relation to and confidence in objects by their sound, whereas we could share his deep experience with these aspects of our common world, and I am sure, he would like the title of the show “One is never alone”. But in this show in Hamburg, there is one new work of Bogomir Ecker, the experience of which a blind person perhaps would even better be able to make than a non blind person, at least quicker! Unfortunately, I can’t give you a picture, because it was not yet photographed. But in this case, let’s take the situation as a chance to share the experience of some blind person. By sculptural means a whole room was altered in a sort of sound studio. In a sound studio, you have to avoid all disturbing noises. Thus, the walls are damped with synthetic foam to absorb noises. In the centre of the room, Bogomir Ecker built up a sort of labyrinthian tower, where you could go through on the floor. In one corner was mounted some more synthetic foam up to the ceiling, and on one wall another large peace of synthetic foam, fixed on the wall by a wooden barrier. On one side of the central tower, on the floor were some print mouldings for old records, now slowly turning around with a very damped noise from the turning machines.


It was absolutely fascinating that the whole structure, evoking the noiselessness of a sound studio, turned in an exquisite instrument for silence. Due to the structure, the silence was not the same all over the room, but it slightly changed, if a visitor – an optical metaphor – changed his position, going through the labyrinthian tower in the middle, along outside, shifting from one side to the other. Startling, the visitor became a musician, the structure his instrument, and he played the “piece of silence” with his carefully moving body. Thus performing sotto voce, the sculptured articulation of the silence turned in a sort of inframince echo space. – With this artwork, a blind person would  not at all be needed to touch the structure: he would be able to experience and enjoy the articulated space only by the audible echo of silence.

I hope to be successful in avoiding the “Einbahnstraße”(to quote Walter Benjamin), the one way traffic of pedagogical projects for helping blinds with visual art, by showing some two way traffic possibilities, of course with the help of contemporary visual artists. But with the last artwork, I portrayed for you, we can even combine a slight correction of an art historian idea of an important cultural development in our relation to the world and in our relation to visual art works. Alois Riegl, an important art historian from Old Vienna, wrote at the beginning of the 20th century a book with the unhandsome title “Die spätrömische Kunstindustrie”, difficult to translate, I try: “Arts and crafts of the late Roman Empire”. There he puts up a difference between “haptisch” and “optisch”, we could translate it with “tactile” and “optical”. With these terms  

he could grasp the development in the arts of the first centuries of our timing, and it had a cultural significance: we withdraw our hands from a tactile or touching perception and come to a distant optical recognition of the world. This, he means, is reflected or promoted by the advanced art in sculpture and painting. So even a sculpture we would only appropriately recognize by our distant eyes, not in touching them. And in painting our metaphorical touching with the eyes is no more important, but only our recognizing by a distant view. Bad times for blinds, just so long ago! Gilles Deleuze took up Riegl’s important study in his book “Cinéma: Images, Temps”, discussing the conditions of the tactile and the optical in relation to the movies. – But, with the help of Bogomir Ecker’s structure for music of silence we can deliver a correction to the cultural theory of the path of changing modes of perception.  To the optical distance, relevant for a distant view, we can add the distancing by hearing and feeling by hearing the body of the object, be it even by hearing its silence, as in the case of Bogomir Ecker’s ingenious artwork. 

You certainly remember, at the turning of the 19th to the 20th century there were such big discussions about the perception called synaesthesia, mostly a sort of exchange or merging of the senses of hearing and seeing. But I hope to have shown that this is a too simple wish to overlook the different roles of the senses for our perception and inner experience. In his famous book “Sotto il segno dell’ giaguare”, “under the sign of the jaguar”, Italo Calvino attempted to correct our usual order of the senses, where we mark seeing and hearing as the higher senses of distance, control and superiority, whereas we mark touching, smelling and tasting as the lower senses of an uncontrollable and thus too narrow involvement with a doubtful reality. Italo Calvino outlined another logic: he put together hearing, smelling and tasting, and it’s fascinating what comes out in his invented stories, and he would put together seeing and touching (remember my former remark, how we control our touching by seeing). So he mixed up the senses in a totally unusual and provocative way. Unfortunately, Italo Calvino died before he could finish his book. So we haven’t the last chapters of the startling story – and may wait on some other ingenious author. 

Let’s continue our pleading for a correction of how to introduce the Blind in the Visual Arts by following some other two or three artists: Nam June Paik, Sophie Calle and Jim Jarmusch. First I’ll do some short remarks, and then I’ll show you some material.

For the turning of the year from 1983 to 1984, the arrived real year of the visionary “1984” of George Orwell’s famous novel, Nam June Paik, the film artist who did most for the developing of this media, realized the first television show which combined without time delay recordings from the United States with recordings of Europe, in this case France. Shows and discussions were mixed with new video filters, inserts etc. A lot of famous people participated in this show with the title “Good Morning Mister Orwell”, Nam June Paik was very optimistic in relation to the media future. In this telecast, bridging the Atlantic Ocean, there were also some parts with Laurie Anderson, the famous punk vocalist. Paik exchanged her voice with that of a male, maybe artificially by slow motion of the authentic voice. This ends up in a shock for the viewer/audience. If one would be confronted in reality with such a stranger, in few minutes, I guess, one would flee away or try to knock down that uncanny monster. – My question: would a blind be able to detect the non-identity of sound and bodily instrument?
In 1986, Sophie Calle, meanwhile a very famous French artist, did an exhibition in Paris, she called: “The Blind”. In the Intro to the show and the catalogue, she remarked: “I met people, who were born blind. Who had never seen. I asked them what their image of beauty was.” This information and the whole show did upset a lot of people. How could she dare to ask blind ones about beauty! - Of course, it could be a possibility to recognize how we are bound and blinded by our exclusive idea that beauty should be mere visible. Moreover, people were upset that she photographed the blinds – who would never be able to see their photos -, that she combined the telling of the blinds with framed photographs from the objects, they had reported – and finally that she dared to do an exhibition with that stuff! – The exhibition gave back these reproaches by questioning our cutting in two of the relations between the perceptions of the blind and those of us. Further, it questioned our exclusivity of the view, always not far from voyeurism, by letting explain the blinds by themselves what beauty is for them. 

I’ll show you now some of the blind who answered voluntarily Sophie Calle and I’ll read their answers, because on the projected jpgs it might be not so easy to read it. Sophie Calle discreetly didn’t give the names of the blinds.

Sea:  “When someone tells me that a man is blond and has blue eyes,


 I tell myself that he is handsome. I think blonds are beautiful.


 Perhaps because they’re unusual. And the word “blue”, just


 saying it, is beautiful. I’m told my husband is handsome. I hope


 he is.


 On the Riviera I was told that you can see the mountains reflected


 in the sea. That must be beautiful when landscapes blend 


 together like that.”

Sheep: “Sheep, that’s what’s beautiful. Because they don’t move and 



     because they have wool.


   My mother is beautiful too, because she’s tall and her hair goes down


   to her bottom.


   Alain Delon.”

Fishes:  Fish fascinates me. I can’t say why. They don’t make any noise, they’re


   Nothing. I don’t really care about them. It’s their evolution in the


   Water that pleases me, the idea that they are not connected to 


   Anything. Sometimes, I find myself standing for minutes at a time in 


   front of an aquarium. Standing like an imbecile. Because it’s


   beautiful, that’s all.”

Rodin:   “In the Rodin Museum, there is a naked woman with very erotic 


   breasts and a terrific ass. She is sweet, she is beautiful.”

Gilbert:  “This view from my balcony, in Haute-Savoie, is first class. It really


    moves me aesthetically. It is where I sit to clear my mind and 


    contemplate. To watch time pass.


    Beauty is harmony. My mother stopped me from touching things, 


    She would say: “Don’t touch, it makes you look like a blind person.”


    The first thing I was really able to touch was a man, He was


    Tough-hewn. He was bold, vigorous, had a moustache, His name


    was Gilbert. There was a secret harmony of proportion in him. I


    thought, he was very handsome… I have not kept any photos of him.

Stars: “In Romance in Granada, the author, Claude Jaunière, tells the story

of a journalist of modest background sent to Granada to do an article. There she stays in a luxury hotel, an experience she had never previously had.


    - The curtains in her room, paintings, antiques, and a magnificent bed


    It seemed so beautiful in the book… I love beautiful things but I had


    never imagined anything like that.


    “A starlit sky must be beautiful. They say a star is a light but maybe it


    has things inside.”

Versailles: “At Versailles, I like the sequence of the gardens, the pools, the 


    artificial lakes. It is magnificent. The Gallery of Mirrors overlooks them.


    You have to see it from there. You take in everything and that’s what


    I like, the general effect. My glance embraces the scene, it is 


    described to me and I transpose.”

Here you have a sight of the installation in the museum. I would like to add what someone of the blinds told Sophie Calle: “The sea, I find beautiful. I once went there. I did take a photograph, Of course the wind was not on it.” 

And so we have a link to Jim Jarmusch’s “Night on Earth”. In 1991, the legendary filmmaker finished this movie, a sequence of episodes, all with a taxi drive, all at four o’clock in the morning, but at different places round the earth: Los Angeles, New York, Paris, Rome, Helsinki. In the sequence in Paris a blind young woman takes her way home in the cab of a black taxi driver. Their discussions during the drive are a very funny exchange of misunderstandings, virtues and differences in their recognition of the world, and of course: it becomes a triumph of the misfits. And for the audience in the motion theatre a lesson on what they are not able to share, reduced to mere seeing and hearing, touching only the seats and perhaps some popcorn or the legs of the neighbours.
On my DVD, there are only German subtitles, the language of the dialogue is French. I have prepared a translation in English and will speak it in between. The sequence is about 8 minutes.

Jim Jarmusch: Night on Earth 
· Why did you take the tunnel. It’s not the way I told you

· I hate the tunnel

· Don’t move

· Thank’s

· Tell me, do blinds normally not wear dark eye glasses?

· Really? I don’t know. I never saw a blind

· You have always been blind?

· Yes

· It must be quite hard to be blind

· Idiot, I can all what you can, and even some more

· I’m blind, that’s all

· For instance, you can’t drive a car

· And you can it?

· I wouldn’t set you up

· I don’t know anyone blind. I’m just curious

· I’m as you. I drink, I eat, I taste things

· I hear music

· I feel music

· I do what I like to do

· I even go to the cinema

· To the cinema?

And what do you see at the cinema?

· Sometimes, I feel the film

· I can hear it

· Let’s stop this. It sets me up

· But, when you eat, you don’t see what you eat

· The carrots, for instance, could be blue

· And with music, you don’t see the musician

· You even don’t know what a guitar looks like

· Of course, I know what a guitar looks like

· I feel things of which you don’t have any idea

· So, if you are so clever, I would like to put you a question

· This is my question:

· What is the color of my skin?

· What interest should I take for the color of your skin!

· But human beings have different colors of skin

· If you are green, or blue as a carrot – what should I take care of?

· For me, the word “color” means nothing

· I feel the colors

· But this you can’t understand

· O.K., you hear my voice, my accent. So, tell me where do I come from?

· And if I can find it out, I’ll win a color television set!

· Right

· I don’t know, Africa

· Cameroun

· Ivory Coast

· Oh, not bad, very clever, indeed, very clever

· May I ask you a very personal question?

· What more

· How do you do it in the bed?

· What in the bed?

· With a man, if you don’t see anything, 

· When you make love with him

· When you see nothing

· How do you know who is lying beside you

· With whom you make love?

· Listen, when I make love, I do it with each centimeter of my body

· With each cell of my skin

· This not everybody can say of himself

· Believe me, I know very well the man with whom I make love

· Even if he is still outside on the staircase

· I know that it is him

· I smell him hundred meter away

· Hundred meter. He must stink a lot

· Idiot

· Fortunately, I can’t see you. You must look damned ugly

· Exactly

· Here we are

· At Quai d’Oise?

· Yes

· Which side?

· West side of the canal

· In front of Porte de la Villette

· O.K., how much do I owe you?

· Forty francs

· Listen, I know exactly how long I was in your cab, I don’t need your charity

· It must be 48 or 49. Here you have fifty, take the rest

· Do you think I’m from yesterday

· Take care

· Take care of yourself

· Don’t you look where you drive?

· We aren’t here in Africa

· You’re a racist

· I’m not a racist, but you drive like a damned black

· The street is going this way

· And you did drive this way

· Are you blind, or what?

· But, it’s not my guilt!

To put the arguments of all the artists and some of my observations in a superfluous conclusion:

The pedagogical issue of every project “the blind and the visual arts” should be to improve the respect and the curiosity for the specific mode of perception and the particular quality of the experience of the blind or visually impaired persons. Pedagogical concepts should be based on this attitude – following the fact that only the real interest in his own way of experience of any pedagogue would be able to end up in a mutual exchange and enrichment of a shared imagination. 

Otherwise, the seeing community would become – or remain - the real blind, blinded by cultural prejudices.

4. Expert presentations 
           “Implementation of the ADD* in European Museums”
Jana Eske,  Nao Saito

PLAY, PAPER, SCISSORS - A journey to everyday objects
March 10 - May 13, 2007
In the Studio at the Alvar Aalto Museum

(Press Text)

We live our everyday lives amidst a sea of industrially designed objects, mobile phones, cameras, saucepans, shoes and shampoo bottles. The idea of the Play, Paper, Scissors exhibition is to open people’s eyes to the objects around them and make the man in the street more familiar with industrial design. We all use the same objects but we experience them in different ways. The appearance of a product, its shape, material, sound and scent, all have an influence on our observations and mental pictures of the object.

The exhibition is designed to be experienced with different senses; to be touched by the hand, heard by the ear, to be tried and tested, and to be played with. The idea is to give everyone an equal opportunity to experience the exhibition. There are objects to feel, stories to listen to and texts to be read in Finnish, English and Braille, and all these create an experience of the world of design for museum visitors of all ages and all cultures and for museum visitors with impaired vision, mobility or hearing.

Jana Eske and Nao Saito’s work consists of three plywood kiosks containing everyday objects. The objects have been donated to the exhibition by different people and they have all had some special significance to the donors at some stage of their lives. The stories about the objects are there for the visitors to read, to listen to, and to touch. Eske and Saito's work was planned as part of the Huomioi kaikki group´s PATH project and was on show in the Luova Teollisuus (Creative industry) exhibition at the Design Museum in Helsinki in autumn 2005.
» mlab.uiah.fi/huomioikaikki

Associated with the exhibition is a joint, spin-off project carried out in collaboration with Jyväskylä School for the Visually Impaired entitled Homma hanskassa – Getting to know industrial design – a workshop for schoolchildren, plus two events that are open to the public, free of charge.

Presentation

The Items for the exhibition about the history of Finnish industry that were developed in cooperation with the University for Art and Design Helsinki  with the topic “Culture for All” are designed in a way that also deaf and blind people can experience the items. The first item called “Everyday Object” is designed like a round table with round objects that have lids and are similar to saucepans. The item is situated in an open space, accessible for tactile exploration. The saucepans include everyday items that all had a high importance for their owners. 

The second item “First Touch” connects all the items of the exhibition by being situated in the center. It is formed like two joint banks with different heights. Its design is made for communication, and visitors can listen to four stories told by different people with earplugs connected in the center of the item. For deaf people books are placed on the item where the stories can be read. That way as well blind and visually impaired visitors as deaf visitors can grasp the idea and experience of the item. The books have empty pages for visitors to leave messages or write about their own experiences and thoughts regarding the stories they heard. 

The third item “We Are Human Beings” is a standing half tube with written English, Finnish and Braille text on the insides. A picture of a man is projected on one of the walls. You can see his back and the shoulders moving while he is breathing. The visitors hear their own breathing when reading the text because of the semicircular shape of the tube. 

The quintessence of the concept is, that items are created for all visitors, be they seeing, blind, visually impaired or deaf.

A spinoff cooperation of the project is done with the Jyväskylä School where children design items themselves. Two groups of children dismantle a mobile phone or a shoe, afterwards the children exchange their materials and one group assembles shoes with mobile-phone material while the other assembles a mobile phone with shoe materials.

Loretta Secchi, Anteros Bologna 

Cognition and significance of painting translated in bas-relief within the didactic activity of Anteros Tactile Museum of Ancient and Modern Painting

At the Anteros Museum one can perform tactile explorations adjusted to the different needs of  visually impaired people.   The methodological application of integrated and progressive reading of the plastic model reproducing the painting,  imposes different types of tactile exploration as well as targeted adaptations of reading paths (trajectories of the hand).  Autonomy has to be guaranteed by reading simultanously the relief model and the description of the work of art which explains the position of hands and describes the content of the work itself. Each work of art being transposed into a relief model is described three times (this means three different levels of understanding of the work of art: basic level, average level, and advanced level). Educating tactile recognition is of a paramount importance: when it comes to aesthetic experience of the blind the approach is to choose both hands, a synchronous reading and an integrated tactile and oral technique. In this manner, blind people manage to have a mental vision by integrating several sensorial perceptions, by using the tool of synesthesia and knowledge of the concepts governing the visual act intended as a cognitive and interpretative act. 

Special attention is given to the training of guides who must have an interdisciplinary knowledge of History of art and master the psycho-perceptive, psycho-cognitive, formalistic and iconographic-iconological fundamentals of art pedagogy.

The guide’s role is very important but it has to be descreet and his/her intervention has to be careful and limited.

An essential role is played by the integration between sighted and blind people towards knowledge of the work of art and educational integration. 

Consequently, it is necessary to understand the meaning and function of life-long education to senses as well as to a balanced development of perceptive and semantic components implicit in the understanding of the work of art. 

We supply all museum staff members, teachers and researchers with basic information on relief techniques for different age groups and different severity of visual impairment. 

Cognitive process controls are carried out by observing autonomous tactile readings performed by blind people who have autonomously rebuilt the setting by visualizing and describing it verbally, starting from a tactile reading and the simultanous description of subjects and/or modeling with clay the mental image formed.

The different tactile behaviours observed and filed lead to evaluate the different needs and requests of all visitors and require a constant improvement and correction of tactile exploration techniques as well as a constant review of all methods used in tactile translation of pictorial forms; in doing this we must consider tactile thresholds and partial equivalences between optic visual behaviours and tactile visual ones. 

The training nature of a previously instinctive and later cognitive approach carries out several functions: 

* the consolidation of cognitive and intuitive-imaginative processes endowed with psycho-rehabilitative value;

* the stratification and memory conservation of mental images and of their informative and poetic content.


In order to fully understand a work of art both sighted and blind visitors have to activate cognitive processes originated by senses and bound to being emotionally and rationally processed by our brain. Consequently, reading a work of art means approaching it not only instinctively but also rationally. The problem linked to the understanding of the form and the informative, expressive, poetic and spiritual role of art, have originated, in the course of history, questions to which psychology of art, psychology of perception, aesthetics, critics and methodology of historic-artistic research, have tried to give possible answers. Disciplines such as art didactics and psychology have concentrated upon the possible ways of approaching a form endowed with aesthetic value and the theoretical nature of the connection with art. Such disciplines can choose to extract and summerize many of the interpretations offered by comparative and interdisciplinary study of artistic image. 

These different approaches, of psycho-perceptive, formalist, stylistic, historical-content related, semiotic, iconographic-iconological nature ideally draw the many faces as well as the proteiform nature of an artistic expression, thus unveiling that stratification of meanings and interpretations residing in all visual arts. To the individual and collective function of making and visiting art one has to add the possibility for an individual to create a mental image of the work of art enjoyed as a series of several elements: a synthesis of sharable conventions and creative functions of the observer’s thought.

If we are to understand the form, we have to perceive its morphology first: contours, outline, volumes, surfaces, by taking into account the observation point of the subject involved. The substance of the form is the symbolic content of the form itself, wheras the communicative-informative content is a conventional one. The surrounding and recognizable content is a feature of art as well as the symbolic and intimate content that we can perceive in it. In art we can recognize the primary subjects endowed with conventional contents and culturally sharable to finally understand the deepest archetypal contents. In the same way, the understanding of an artistic image, intended as an expressive-poetic form, requires us to consider the concept of idea which allows ideal and real to meet in the way it takes physically place. 

The present historical-artistic methodology, supported by pedagogic-cognitivist choices adopted in the didactics of arts, recognizes the essence of differentiated methods which are nonetheless linked one another as a useful contribution to the theoretic and technical nature of critical tools, in termes of knowledge and distinction. Formalist approach, whose nature is linked to pure visibility, joins a panofskian-related aesthetic and content reading which is divided into three different levels of reading and in-depth study of the image: the preiconographic level, the iconographic level and the iconological level.

As theoretician of pure visibility Hildebrand argues in his famous essay Das Problem der Form that "All our experiences originate from touch: even though it is actually a simultanous touch performed by hands and eyes. By touching, we draw some movements corresponding to the shape of objects and the representation of some given movements (in other words a whole of specific movements) is tantamount to a plastic representation." 

Tactile qualities should not lead to saturation by accumulating information (an excess of texture) the result being a tactile overexcitement which would, in turn, lead to an incoherent and cahotic overlapping of  perception and images corresponding to the emotions provoked by the tactile experience. This explanation specifically concerns the problem of transposing not only a painting into a relief model but also the substance intended as a coding of different tactile qualities made of different materials. 

Such methodological criteria underpin not only optic and tactile vision but also aesthetic-intellectual understanding of the work of  art by sighted, partially sighted and blind people. Following the same reasoning, with different perceptive behaviours though, sighted and visually impaired people are given a didacticts specifically designed to fit to the real conditions of sensory, cognitive and cultural access. Visitors suffering from a visual impairment are proposed a relief model reading which has been adjusted and designed to fit to individual reading times, clearly emphasized, to synesthesic integrations and specific personalizations of all descriptive methods and mental reconstruction of the work of art involved. 

Hands can then follow privileged eye trajectories (lines of force, essential schemes) by rebuilding them thanks to the haptic experience in order to achieve the same hermeneutic objectives as those of image understanding in sighted people. 

Hildebrand defines touch and vision as the two opposite ends of visual activity and considers them as being antithetic. He insists on the fact that these are two types of pure visual activity (this is where it becomes essential for our purpose) which are nonetheless inseparable and present in any perceptive experience of the image. 

Visual activity consists in an optic-synthetic vision as well as in a tactile-analytical one. 

These two moments coexist within the visual experience and in their succession they fully determine the act of vision. 

Seeing the whole means then restoring the composition architecture, its internal, hidden or sometimes bearing structure. 

Hildebrand difines tactile the vision which follows the representation of plastic forms by means of lines witnessing, even if encoded, the ordinary and “ideal” (because they are to be preferred) movements of the eye (pupil) in order to understand the composition as a whole. 

For congenital blind people, reading a work of art (in form of a painting transposed in relief model) is an experience which stimulate the understanding of the form structure in painting and which is here intended as a composition made of direction schemes, relationships and single features of forms, thus neglecting colour and atmosphere. Colour, even if with a certain degree of approximation, is considered in optic and tactile reading by a partially sighted observer in choosing a relief presenting appropriate chromatic features. 

This is the reason why such an analytical and realistic sensory tool as touch, used to especially perceive full relief shapes without considering the point of view, is asked to create haptic movements and memories of tangible outlines and contours of the composition aimed at setting up a graph and at overlapping, by grafting, of more detailed information related to single aesthetic and morphologic formal qualities of all subjects reproduced in the composition from a single or several perspectives (perspective analysis as a symbolic shape, artifice or natural perspective). Consequently, if we are to understand a path of progressive reading of an image endowed with aesthetic value, it becomes of a paramount importance to offer an exemple of optic and haptic reading. 

Between logic intelligence expressed by means of rational cognition of the form and sensitive intelligence expressed by means of emotional understanding of the form there is an intersection along with a functional complementarity. 

The interpretative act which involves the vast majority of sensory and mental activity of man is symbolically reintroduced in front of a work of art and reflects the behaviour of an individual with respect to culture, reality, research of sense. 

Those who have been taught to touch with eyes the pictorial composition reading will not consider it anymore as a perfunctory experience but a well-balanced synthetic and analytical one. Cognition will not be considered as fragmentary decomposition but integration of parts, the emotional experience will not be considered as reveries but consolidation of psycho-rehabilitative and cognitive-interpretative functions of imagination coupled with the understanding of all phenomena perceived and visualized, and the image understanding the activation of a process applicable to the many faculties and competences involved in the interpretative process of man. The link with history of art and the pedagogic-interpretative methodology aims at expanding the imaginative and reconstructive possibilities starting from the knowledge of a proteiform and versatile reality similar to human nature and to the intuitive and rational expression of cognitive bahaviours. 

Siegfried Saegberg, Verein “BLINDE UND KUNST e.V” Köln

Mr. Saerberg was exploring the way in which blind people can gain access to art and how they gain access in order to develop a concept of blind exploration. This knowledge can be used in order to develop pedagogical concepts for museums. Mr. Saerberg designed a CD in order to make the area around Essen experienceable for blind and seeing persons. He used sounds of bridges, trains etc, to make the wasteland feeling of the area tangible through sound.

In another project Mr. Saerberg tried to make it possible for blind and visually impaired people to experience the dance of persons, like a ballet. This can be achieved through the sounds of shoes hitting the dance floor or by letting the dancers wear suits made of special material to make the movements audible.

The examples of Mr. Saerbergs work show, how different impressions can be communicated to blind people, and that creativity is key in facilitating the access of blind and visually impaired to art. With the right material or with sounds many things can be achieved.

Zeljka Bosnar Salihagic, Typhlological Museum Zagreb

The partners from Coratia first introduced their museum in Zagreb. It consists of 4 parts that were consequently built over years. Each part contains a permanent exhibition and the aim is to fully adapt the exhibitions to the needs of blind and visually impaired as quickly as possible.

The Typhlological Museum  considered the accessibility of their museum as early as in the construction phase. This includes the surrounding area, the entrance as well as the museum itself. Visitors are guided to the museum entrance through precise instructions emitted by speakers.

Open plain areas in the museum were used to make it more accessible, even the choice of colours was adapted to the needs of the visually impaired. The floor has reflective an tangible stripes that serve as a guiding system throughout the museum.  Tactile, written and visual information is provided throughout the museum including embossed information maps.

In the exhibitions a collection of a few thematically connected items are presented in order to keep the number manageable for blind persons. The whole museum is filled with up to 60 items that can be explored by visually impaired and blind visitors independently depending on the time available to them.

Audio guides facilitate the independent movement on the museum grounds. Furthermore brochures are designed in Braille or high contrast large letters in order to make them readable. All the item signs have both embossed letters and Braille. 

The Exhibitions include documentaries, embossed photos and layouts, tactile drawings, books, objects like early machines for printing braille and visual artwork by blind authors. Topics of the exhibitions are for example the beginning of institutional care for the blind and the history of braille. The museum als features a dark room with a blindness simulator for sighted and visually impaired visitors.

Cyrille Gouyette, Hoelle Corvest, Louvre Paris and Cité des Sciences

The access and touching of sculptures in groups is only possible in specific conditions. This includes that it has to be avoided that too many people close in on the object at the same time. A blind visitor needs space and time in order to explore an item. Furthermore there is the known problem of conservation of the items. They can be damaged by oily skin when too many people touch them. Furthermore some original works are difficult to read for blind visitors since sometimes pieces are missing of they are just too big to reach them all with ones hands. Many of these problems can be overcome by presenting casts to the visitors, which can be touched and also adapted in size if necessary.

The Louvre has a special gallery of casts accessible to blind and visually impaired visitors. These casts can be touched and all express movements or emotions including effort, run, dance, soar and fall. Three dimensional tangible maps and panels in braille and large print make the orientation for blind and visually impaired people possible. Furthermore there are handrails and a pedo-tactile trip on the floor to guide the visitors.

The exhibition items themselves also have pedo-tactile areas around them in order to make it possible for blind visitors to evaluate their volume and move safely around them.

Tactile interpretation

Blind visitors exploring the items tactually usually adhere to two steps of exploring an item. The first step is to explore an item globally and to identify its shape, movement and position. The second step is to explore the details by analyzing the item tactually to recognize expressions and style.

Travelling exhibiton

The Louvre has its own travelling exhibition with casts especially for visually impaired and blind people. The exhibition has so far travelled for example to Italy, Croatia, Macedonia and Kosovo.

Interpreting images

The Louvre has started to develop ideas how to make images tactually recognizeable working together with Cité des Sciences. The method to achieve this has been the production of a 3D representation in order to make it possible for blind people to understand its 2D translation. The idea of projecting a volume onto a 2D surface like done in pictures is hard to grasp for blind people. In order to understand a painting a blind visitor needs to understand the representation of space in pictures, the representation of the body and finally the representation of the face. This is achieved by learning the six universal facial expressions according to Eckman and Le Brun.

This can be trained by moving from sculptures to surfaces. First a sculpture is explored which is then interpreted by handling puppets. Later the visitor will try to draw a 2D image of the sculpture he explored.

The second step would be reading and copying tactile images, moving from the mainlines to the outlines and finally drawing sculptures from memory as the third step.

From these difficult steps of understanding the idea of 2D images derives the principle of keeping tactile images simple. Images with human bodies are easier to translate and one should concentrate on the main lines of a painting. This also means that lines always have to be given priority against volume.

The aims of this research are to provide blind and visually impaired people access to exhibitions of paintings and integrating them with the large public.

In order to make this possible guided visits of blind and visually impaired people should have a process. One should start to describe the tactile image first, then moving over to the real painting. Following this there should be an analysis and scientific commentary on the painting followed by a discussion. Then the proper understanding of the image should be checked by letting the visitors mimic the picture.

Especially the Cité des Sciences is involved in researching strategies for tactile reading and its codes for representation. In order to achieve this representation technical drawings are often used. Furthermore transcribers for tactile drawings are trained directly at the Cité. Training is also availably for blind or visually impaired people. The Cité offers four different workshops, each with a higher level of tactile interpretation.

In order to make three-dimensional figures and buildings explorable through tactile explorations technical drawings and architecture codes are used. For moving bodies a puppet is used that is later transferred into tactile drawings in order to make the projection comprehensible.

Additional material

The Louvre has already published three books for a large public from 4 departments of the museum. These books can also be bought in braille, in large print or on Audio-CD. Some newer books published by the Louvre combine braille and writing and pictures and reliefs by superposing the relief/braille on the print or picture.

The fourth book, closely connected to Louvre’s Tactile Gallery comes with tactile outlines of sculptures. A fifth book about female nudity in painting will soon be published.

Conclusion
Visually impaired and blind people can also enjoy a visit to a museum, the human body remains the most accessible theme though. The presence of blind visitors will make their integration into the museum as well as into the society visible. Furthermore methods of tactile mediation used for a blind public also benefit the large public in terms of understanding art.

Zoi Geroulanou, Lighthouse for the Blind of Greece

The Lighthouse for the Blind of Greece uses a variety of items to make art accesible for their blind visitors. It exhibits a great number of sculptures, casts, reliefs, pieces of reliefs and architectual models that can all be explored tactually. The items range from the earliset parts of the Greek Antique to the early Roman Era. Architectual models include the Akropolos and its buildings. There is a model of the whole Akropolis as such with the rock it is standing on as well as of singel temples and monuments on the Akropolis. The items are all fashioned with signs in braille that include alle information necessary to place the item into an context and origin.

5. Presentation and disussion   

Wilfriedi Laufenberg (Blista)
Special Needs Of Blind And Visually Impaired Persons In Museums

At the time when I was looking forward to attend the Vienna "Art For All" meeting last year, I was (together with an colleague of mine) asked by a group of Berlin editors to contribute an article to a book they were preparing. The book entitled "Das barrierefreie Museum - Theorie und Praxis einer besseren Zugänglichkeit" 
("The Barrier-free Museum - Theory and Practice Of A Better Accessibility") is thought to be helpful to museum makers, planners of exhibitions and educational staff in museums and it will be released in June this year
). With the kind permission of the editors and the "transcript" Publishing House I take the opportunity to present the article which Karin Edtmüller and I have written as a sort of pre-published version on this second "Art For All" conference here in Marburg. The original German title of the article will be "Besondere Bedürfnisse blinder und sehbehinderter Menschen im Museum" - in a free translation: "Special Needs Of Blind And Visually Impaired Persons In Museums"

Introducing remarks

The longer we were engaged working on this topic, the clearer it became to us that, in spite of various experiences in this field, we are only passing on ideas and not complete concepts.

Existing collections and exhibitions are too different to try to give binding answers to the question of how barriers for visually impaired people in museums should be broken down. As long as these questions concern sculptures the answer is rather easy. They can be touched, can't they? But in practice the questions remain: Should it be allowed to touch them? And is it possible to allow it? And even more problematic: How should one handle a gallery of paintings? Do blind people even visit those? The answer may be astonishing to some: yes, they are visiting. If the galleries offer them a genuine experience. Furthermore there are a variety of archaelogical, nature study, technical and other types of museums including the underestimated open-air and homeland museums. All these different types of museums are potentially interesting for our target group and so entirely different concerning their concepts and pools of items that simple answers to this problem are just not possible.

The "typical" blind or visually impaired person is as well nonexistent as the "typical" museum. The question whether a person lost his eyesight during his lifetime or has been blind from the time of birth on, never seeing a thing, makes such an enormous difference that we are confronted with a real communication problem: If a person lost his eyesight on birth or during early infancy, lacking any concept of how being able to see is like, we will never be able to really imagine his way of perception. But even at this point science is lacking a clear answer: "visualization" is an ability that was adjudged to the congenitally Blind for a long time.

To grasp the concept of being visually impaired could be much more complicated still. Is the acuity of seeing affected to a degree that even strong glasses cannot correct the deficit? Or should the sight of a visually impaired person be described like experiencing mist or smoke in the field of view with otherwise high acuity of seeing? Or is the field of view possibly altered itself? Are visually impaired people may-be able to perceive only the center and none of the rest, or are they perceiving peripherally with a destroyed spot in the middle and thus will never be able to focus properly? The affections of the eye and their possible combinations are so numerous that an easy answer is again not possible.

Anyhow museums can do a lot if they want to improve the accessibility of their collection or exhibition for blind and visually impaired people or if they just want to contribute to the process of improving it in different ways. The objective of this article is to encourage them and facilitate them with ideas in doing this. A main criterion to achieve this is to incorporate the persons concerned, if possible already in the earliest planning. Even professionals in this field do not command the necessary experience to know an answer to all questions that emerge. Many ideas have to be tried out in order to know if they are working.

Requirements of blind visitors

Key questions

Blind and visually impaired people are visitors who have very different, but partly also very similar needs. They both share the difficulty in simply enjoying the visit to a museum. Barriers that arise from their special way of perception have to be overcome. In the efforts to achieve this, one should never lose sight of the main objectives: the cultural participation and the enjoyment of the visitors. But in order to achieve this visually impaired persons do not have to understand everything that is shown in an exhibiton. And they should not be constantly judged in comparison with seeing visitors.

In the following description we will firstly be focusing on the needs of blind visitors in order to broach additional and differing needs of visually impaired visitors later on.

Which items are suitable for blind visitors?

To allow participation and enjoyment the suitability of items for blind visitors should be verified carefully.

· Type of items: 

In the center of this issue are the considerations concerning the intentions of communication: Which insights should the visitors gain and through which items are they best communicated? The items should be easily tactually perceptible. In order to achieve this they should not be too big and should have clearly ascertainable outlines. For big objects small scale models or tactual copies are needed in order to allow blind visitors to get an overall impression of e.g. a sculpture by tactually exploring parts of it (see below: "auxiliary media"). Sometimes a section of the item, like the foot of a whopping sculpture, is sufficient to achieve the desired outcome. It is important that the items are not too complicated and do not contain too much information. This might result confusing and straining for the visitor and would complicate the generation of an impression, leading to a decrease of the enjoyment of exploring an item tactually.

· Number of items and duration of a tour / a visit to a museum: 


It is important to select a small number of suitable items to avoid to tire the visitors out. This will also ensure that the attained impressions do not superimpose each other. A blind visitor can hardly develop an impression of more than five to ten bigger items without a dwindling of his or her attention. A good tour should not exceed a timeframe of two hours. And bear in mind that between the intensive phases of tactual exploration breaks are necessary to loosen up the tour through anecdotes and narrations. Through these breaks the visitors will be more receptive for the other items of the tour. The text will further elaborate this topic later on.

· The planning of an exhibition / a tour: 


Blind visitors should already be included in the planning of the tour and the selection of the items. This is especially important because seeing persons emphasize different aspects than visually impaired people concerning the communication of interesting impressions. Blind persons are "specialists" concerning their own way of perception and can give detailed advice on whether the envisioned ideas are workable and realistic.

Qualified guides

Nothing is more important than a qualified guide for a tour. Even though the selection of suitable items is important one should never forget that the outcome of an exhibiton for blind people is highly depending on the quality of the tour and the guides.

· Exciting guidance and narration: 


One should not only bring up much time and patience for blind visitors but also flavor the straining tactual experiences with the telling of interesting and diverting details. Lasting impressions and enjoyment for blind people largely depend on audio inputs, in spite of all the other possibilities to communicate the message of an exhibiton. One should stress diversified telling and include the audience whenever possible. Ideally the visitors will be lead to questions and answers by the guide and will be asked for their personal impressions and opinions.

· Special prearrangements for blind visitors: 


What are blind people able to do by themselves and when do they need help? Of course the guide should prepare himself mentally for the blind visitors and consider which information they will need to understand the concept of the tour. Which knowledge can a guide take for granted and what has to be explained in more detail? In case of doubt the visitors can be included in this process even during the tour. Prior consultations of blind visitors will ease this process up. Practicing tours before an exhibition is always important, but this will not guarantee that unforseen problems do not arise. This does not necessarily pose difficulties. Guides for blind people will quickly develop an intuition of how to communicate information to blind visitors.

Supporting your own activities

Like with all other visitors it is important to not only make blind people listen, but to let them participate in the experience and to include them in actions, in other words: to facilitate self-directed learning.

· Activity is important: 


Everything that a blind visitor develops on his own will be memorized especially well. It would be for example possible to let a blind visitor take a stroll in a roman Toga through an archaelogical park, let him taste the food of this era and manufacture typical jewels and crockery. Especially blind visitors should have the opportunity to manufacture something on their own with the respective tools and materials. Blind visitors can usually achieve a great deal with the help of written or oral instructions. It is also possible to let them mimic the posture of a sculpture and communicate special impressions by letting them wear matching costumes assisted by music, odors or fitting ambience. The more senses are addressed the more lasting will be the impression. The same goes for seeing visitors, so these methods will help to enhance the overall quality of a museum.

· The mixture is important: presentation and activities. 

Presentations and self-directed learning should alternate and complete each other reasonably without forestalling or posing too many preconditions. The visitors need enough time to gain their own impressions. Avoid redundancy and start the intermediation of information on the level of wisdom the visitors show. These seem to be didactic commonplaces? The importance of this advice in working with blind visitors needs to be evaluated nevertheless. Again this is best to be achieved in dialogue with the visitors.
Is a guide neccessary? - Independent tours:

· The normal case: Blind persons visit a museum with a seeing escort. 

It is rather improbable that blind persons without an escort show up for example in an open-air museum and start to explore the totally unfamiliar environment with the white cane. This would not only require an excellent technique of mobility and orientation but also inconceivable courage. Furthermore this is actually exhausting and the enjoyment and pleasure of cultural participation is easily lost that way. Thus the visitors are either able to still see sufficiently to orientate themselves or they will visit in accompaniment of a seeing escort who guides them (at least during their first visits). 

· Blind visitors without an escort - is this possible? 

This case naturally poses special challenges to a museum. Of course there will always be blind persons who want to visit an exhibition alone without an escort. Be it because they prefere to have more time to explore the items or because they want to visit a museum on their own after a tour to explore single items more profoundly. Thus one should also test means to facilitate the independent orientation of blind visitors inside and outside the museum. This encompasses on the one hand the so called "auxiliary media" that will be elaborated on in the following passage. Furthermore museums can develop guidance systems to facilitate orientation and provide security while visiting the museum. The eminent challenge that visiting unknown places without an escort poses for blind visitors has to be aided with an array of indications to make it possible for blind people to cope with these challenges. On the one hand guiding lines and areas on the floor with a tangibly different surface can be used in order to provide more security ("Mind the stairs!") or to provide information for upcoming decisions ("It is possible to turn off here", "Upcoming sign in braille", "Upcoming item" or similar). Ideally a complete guidance system could be developed in order to steer blind visitors through the whole museum similar to a parcours. It would be more reasonable though to provide this assistance in selected areas where the number and type of the items are suitable for the needs of blind visitors.

What do guidance systems accomplish? 

It is hardly desirable to span a rope through the museum where blind visitors can latch up and move like on a fixed rope route. There are more unobtrusive and practicable means, but the general idea of a "rope" should be borne in mind. Even when a guidance system is only consisting of materials on the floor that contrast in terms of color and have a tangible surface it should still be as conclusive and safe as a fixed rope (the most simple example would be a carpet that can be followed through the museum from which the visitors depart at marked points to approach the items). Furthermore it should be easy to follow the guiding line. A deviation from the line should be easy to notice and to correct. An example for a simple guiding system would be a guide line in a rectangular room that is following the walls of the room clockwise within a constant distance to the walls, leading the visitor back to the same door from which he entered the room. When the items are furthermore always situated to the left of the visitor, in direction of the wall, the system is easily comprehensible. It is possible to advise blind visitors of an item to their left by introducing tangible ledges under the carpet crosswise to the direction in which they are walking, so everyone can move along, find the items and return to the guide line by themselves. 

Of course a tour can also be developed differently: With other materials, in another direction or with items placed alternately on the left and the right. One can also lead the visitors through more than one room or enhance the impression of the tour with concerted lighting effects. The basic idea of a simple, homogenous and reliable system like a fixed rope tour should persist though. 

To put it negatively: No guiding system at all is preferable to one which is too complicated or exhibits loopholes and is misleading in some places.

Auxiliary media

In the run-up to a museum visit

What do I have to anticipate? 

If a blind person is calling a museum in order to inquire if he can come for a visit and what exactly he has to anticipate - wouldn't it be most simple if one could send him information material in braille or in an audio format? The transfer of brochures into braille can be done by one of the (few) publishers or print shops in Germany that are specialized in this. The recording of audio material can be organized with libraries for the blind. 

The contact to both would be the "Medibus" - "Mediengemeinschaft für blinde und sehbehinderte Menschen e.V." (Media association for blind and visually impaired); Postfach 1160; 35001 Marburg; Tel.: 06421 / 68 580-15; Fax: 06421 / 68 580-16 Email: info@medibus.info

While the conversion of texts into braille should be left to the experts, audio recordings can also be developed by other providers. One should regard though that at the moment the DAISY-format (Digital Accessible Information System, Homepage of the international consortium: www.daisy.org) is the established format in the talking book libraries for the Blind. This format on CD-ROM combines mp3 audio data with an additional structure. It does not only provide an enormous playing time for a CD but also allows purposeful navigation and the addressing of particular passages or pages within a spoken text. However this requires DAISY suitable recorders or a special PC software that can be installed e.g. on laptops. On normal mp3 players the texts can be played in the given sequence, but complete navigation is not possible.
Audio formats surely have disadvantages compared to braille material, but they also offer two particular advantages: Firstly they are also accessible for blind people who do not command braille or not completely, including the large number of elderly people who have gone blind, secondly audio information allows to reach blind, visually impaired and sighted people at the same time.

How do I find the museum and where do I reach it?

The information material should also explain the way to the museum and how to reach it with public transportation etc. For blind visitors additional information that facilitates orientation and enhances security en-route is advisable. This can be coordinated with the persons concerned or with an expert for mobility and orientation before printing. Apropriate contacts are in every case the local groups of blind associations of a city. In case of doubt the DBSV can provide a contact person.

DBSV - "Deutscher Blinden- und Sehbehindertenverband e.V." (German Union for the blind and visually impaired); Rungestraße 19; 10179 Berlin; Tel.: (0 30) 28 53 87-0; Fax: (0 30) 28 53 87-20; E-Mail: info@dbsv.org

Should tactual maps of the city or the museum and its environment be available these have a high importance for the preparation of a visit. This will be elaborated in the following passages ("During a visit").

Who is my contact?

Further reliability and help is provided from the start if blind visitors are given a contact person that will receive them and be at their disposal for questions. Museums that have a pedagogical service or other personnel to receive blind visitors should establish the contact between visitors and personnel early on in order to facilitate precise arrangements.

During a visit: 

During the visit to a museum information material is also playing a great role. Naturally it makes a difference if a group of blind or visually impaired visitors are guided during a visit or if they should be able to orientate themselves on their own. In the second case museums will have to depend strongly on auxiliary media.

· Braille, audio, models and plans. 

Scripture: Signs for blind persons and others. Items should definitely be labelled. Metal signs stamped with braille or embossed big letters facilitate the visit of a museum for a multitude of persons: Who is the artist of an item, from which era is a piece of art? A blind visitor can obtain the information through braille, while visually impaired visitors like elderly people can use the embossed letters.

· Audio: special tours? 

Of course museums can use possibly available audio systems to inform their blind visitors. One should bear in mind though that special tours for blind people should, additionally to general information, also contain information for orientation and moving on safely. In a best case scenario museums and mobility experts develop a description for a tour together, which gives guidance for orientation, announces dangerous areas (like stairs), provides information about distances and directions and is at the same time informative and diverting. The museums are facing editorial work here. 

Tactual plans and figures: Plans of the different floors and rooms, auxiliary figures for items. The audio tour through an exhibition can be facilitated effectively through tactual plans. Layouts of different rooms or even of whole complexes of buildings can be made tangible for a better overview. The reception of displayed items can be aided through tangible figures which show details or provide an overview in the case of very large items. Whether these tactual figures will be cast in bronze or aluminium or will be temporarily hung up made of plastic foil is also a question of money and of how long the information will be valid. The aforementioned facilities can provide help for interested museums. One of the few specialized workshops for tactual media can be found in our institution: 

"Werkstatt für Taktile Medien" (Workshop for tactual media), Deutsche Blindenstudienanstalt; Am Schlag 8; 35037 Marburg; Tel. 06421 / 606-246; E-Mail: schwenger@blista.de
· An additional room for blind and visually impaired visitors?
Requirements for the room: Modern museums do indeed have sites for own activities. The aspect of including visitors through activities (How are arrowheads of flint stone manufactured? How do you process clay?) opens and deepens new dimensions of understanding. Such a room possibly offers even further advantages for blind and visually impaired people. Withdrawn from the potentially irritating flow of visitors, this place could offer the calmness needed to try something out untroubled and to explore something uninhibited with the hands. Consequently this room would have to offer calmness. Sufficient space and time should be made available to the blind visitors: Tactual recognition and working takes more time than taking a quick glance at something. Should it fit into the concept this room could also be used for offering blind visitors the opportunity to touch items, of which the majority of sighted visitors should not know that it is allowed to touch them. But also in an inclusive concept, including blind and seeing visitors, it is reasonable to choose items that can be used several times in different exhibitions - perhaps even to combine them thematically and to store them together in a "Museum Box" in order to make it possible to just fetch them out when needed. 

And after the visit? 

Souvenirs and information to take away: Will blind and visually impaired visitors be offered material to take away? Brochures are also suitable to refer to information after a museum visit when offered in Braille or on DAISY-CD. To produce them does normally not ask for significantly more editorial work than is already invested for sighted visitors. The only thing that has to be regarded in the run-up to printing is including a braille print shop or an audiobook library for the Blind in the development in order to inquire about the possibilities an expenditures.

Statements of blind and visually impaired students on the topic "barrier-free museums"

"I wish for a better illumination of the exhibited items."

"I would like it, if exhibited items would be close to the front if standing in a vitrine so that I don't have to push my nose against the glass"

"Better audioguides, easy to handle and with labelled buttons, would be an advancement."

"Preferably I would like to touch everything."

"It is important to have a strong contrast to the background."

"Special tours for visually impaired should be offered."

"Information material should be available in braille."

"I do not want to listen all the time but to try out as many things as possible by myself."

"I would fancy holding something that was already used 1000 years ago."

"Information should be available in big letters for visually impaired."

Requirements of visually impaired visitors

What goes for blind and visually impaired visitors alike?

Like stated in the introduction blind and visually impaired visitors have partly similar put partly very different needs. In the following will be stated which arrangements that museums usually take for blind visitors help visually impaired visitors alike. 

· Pedagogical aspects: 

The selection of suitable items, a concept for the information that is communicated during a tour, a room where untroubled working is possible and that offers possibilities for own activities - these concepts help visually impaired people as well as blind people. Concerning the pedagogic approach many methods equal each other. 

What is different concerning visually impaired visitors?

In some aspects the needs of visually impaired visitors are closer to those one would assume for normally sighted visitors. After all they can - with different restrictions - still see.

· Special pedagogical aspects: 

A tangible guiding system for example would be superfluous for them, a good contrast in terms of color of the guiding system on the other hand is a great help. The preconditions for all other media are comparable. By the way: About two thirds of all blind people are older persons with more than 60 years of age. Of course the unkown number of visually impaired people in the group of elderly people is also high. A good example for this would be the eye cataract that makes many people lose their sight slowly before it is remedied by an operation. All these people, even if they can not be identified as visually impaired because of e.g. thick glasses, are included when speaking about visually impaired people. They all profit from the measures proposed in this text.

· Items: 

Also the number and the type of items is differing concerning the needs of visually impaired visitors. A tour with visually impaired people can be more ambitious than a tour with blind people. Depending on the level of sight of the visitors and the possible problems like lack of concentration, signs of exhaustion and strong headaches that can arise in the scope of long tours one should be flexible and bear in mind that short breaks are needed. Of course items that can not be touched but can be examined by the eye can also be included for visually impaired people. Naturally it is to be considered that the sight of some visitors is so restricted that it is necessary to approach the item very closely in order to see it at all and particularly clearly. In some cases we are talking about a distance of a couple of centimeters here.

· Media: 

Big letters instead of braille, color print with strongly contrasting colors on tangible figures and signs (or additional figures with strong contrasts for the visually impaired visitors) - that is about it. Audio media can also be very helpful, even if they contain a superfluous instruction for tactual exploration of an item or a detailed description of the path ahead. Under the visually impaired there are always a number of nearly blind persons who are thankful if they get the opportunity to touch an item or receive a warning of upcoming stairs.

· Requirements for the rooms and the lighting:
Light is of prime importance for visually impaired persons. A good lighting of rooms helps a great deal in recognizing the items visually and orientating oneself. A focus of light on certain points channels the attention of the visitors and helps them in their cognition. One should still bear in mind that many visually impaired visitors can be glared easily by strong lights. It is not always easy to mount lights in a way that it is not possible to directly see into them. A second problem that could arise is, that a visually impaired visitor needs to approach the items and could block out the light that way. Should this happen the visitors are disturbed by their own shadow while trying to recognize the item. 

Future prospects

Suitable items, a guidance system, lighting, audio guides, DAISY, installations facilitating mobility, braille and many other things - where should one start? 

Two central ideas should be focused at the end of the text in order to prevent confusion: 

· Search for advice talking to the visitors concerned. Include blind and visually impaired visitors in your concepts. And:

· Find somebody who is enthusiastic about the items you want to exhibit, who is an expert and can talk about the items, who likes to communicate information and is able to share his enthusiasm with other people - and who is ready to give in to the special needs and wishes of visually impaired and blind visitors.

This would be a great first step, many other things can be cared for later: It is not that complicated to make an museum accessible for blind and visually impaired people.
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Final speeches 

Results:

After an interesting and intensive conference, once again the need to continue the partnerships and already achieved results was highlighted by all participants and partners of the project “Art for All” in their final speeches and presentation of the seminar results. Mr Claus Duncker, director of the leadpartner Blista, therefore first of all thanked the participants for the participation and engagement into the project. Further ideas about how to continue the project were expressed in addition to impressions about the conference and thanks to the coordinators and hosts. 

Mr Bernhard Claus (Commissioner for tourism of the Union of the Blind and Visually Impaired Bavaria) “Removing barriers in and around museums”

The cognition that barriers are ultimately constraints for social participation, specific to the different types of disabilities, leads as a result to totally different methods in achieving barrier-freeness or „design for all“.

For blind and visually impaired visitors for example it would be important to offer all information visually and acoustically.

What is often overlooked is the fact that a facility that is aiming to be „usable“ for blind and visually impaired visitors has to be detectable fort hem in the first place. This means the way from the next bus or train stop needs to be barrier free. This is achieved through orientation guides that are tangible and contrast strongly in terms of color and lead up to the entrance of the facility. Strictly speaking the webpage of the museum also has to be barrier free in order to make it possible for blind and visually impaired visitors to inform themselves in the run-up to a visit. The internet also offers the possibility to present essential information for blind visitors like information about barrier free access or other facilities like the restaurant and it’s accessibility and menu without high costs. The design of a barrier free website is also a good example for fulfilling Design for all (DFA)-criteria (Criterion 3: utilization of individual aids) since the access to the information is only possible for blind and visually impaired people if the web design is barrier free.

As seen the removal of barriers can be achieved through either removing physical obstructions or adding information. To complicate things further conflicts of aim often emerge when trying to establish barrier-freeness. The barriers of one person can be important points of reference, essential for ensuring the mobility of another person. The curb for example is a barrier for a person using a wheelchair while blind pedestrians use it to follow the course of a street with the white cane and also utilize it to determine the number of streets they are crossing. A similar example could be found in the entrance area of a museum. For persons in wheelchairs it should be spacious in order to facilitate the access while blind visitors need guides like tangible structures on the floor or a carpet for orientation in big spaces. The carpet would solve this dilemma, since it is a guide for blind visitors while not being a barrier for users of a wheelchair like the curb.

These examples reveal that each concrete measure to achieve barrier-freeness or DFA hast to be checked in respect of not creating new barriers for other groups.

Unfortunately there are also cases in which the conflict of aims can only be overcome with great difficulties or not at all. Examples for difficulties, especially in the case of museums, would be the directives for monument conservation. These directives seem to collide with the need to install ramps or elevators in order to achieve barrier-freeness especially in the entrance area. As a rule this is only demanding more intelligent solutions and posing higher challenges for all persons involved. There are good examples for this, like the elevator incorporated into Castle Rheinsberg that is accessible on demand from the outside for users of wheelchairs without deranging the aspect of the castle.

A similar conflict of aims can arise in exhibitions and museums if the aim is to make all items tactually accessible for blind visitors instead of only presenting them a selection. Ultimately only presenting a selection of items to blind visitors can also be seen as exclusion by creating barriers. Especially when bearing in mind that the apprehensions that the items could be damaged and dirtied through sweat or oily skin can be overcome by providing special gloves for blind visitors. This measure is for example used in the TATE Gallery in London as was reported during the conference of the BBI Vienna in September 2006.

The Estonian partner (Estonian Foundation for the Visually Impaired) highlighted in this context their gratefulness to have taken part in the project, as they gained a lot from the possibility to be part of this European network. As a young non-profit organisation only taking their first steps in this field, they aim to transfer the project results and ideas directly into newly opened museums in Estonia. During the project period they already had first successes when trying to implement what they learned from the other project partners on the national level and they will continue to do so. For them the conference and project was an important step into their learning process of how to influence national and European policies on behalf of the blind and visually impaired and of how to make art more accessible for all. In Marburg for example they took great pleasure in the cities bronze models depicting the old city centre as well as the exhibits of the conference. 

Referring to these impressions, the Italian partners (Istituto dei Ciechi di Milano and Anteros Tactile Museum of Ancient and Modern Painting) strengthened their hope to continue this fruitful cooperation and network in other European projects. The exchanged ideas and approaches discussed at the conference had a great impression on them. 

The French partners (Louvre) highlighted another project they had carried through about the accessibility of museums together with the European Blind Union and proposed to connect the results of both European projects in order to contribute to a European guideline of how to make museums more accessible for all. Also the Louvre representatives expressed their pleasure in offering their items to be shown in the exhibition and articulated their wish for another stage of the project to carry on the project idea and already achieved results. 

Also the Greek partners ( Lighthouse for the Blind) discussed the importance to exchange ideas and approached of how to improve the situation for the Blind and visually impaired. They gathered a  number of  ideas they directly will implement back in the Lighthouse and thank all initiators of the project for their support.

All the other partners supported these statements and the conference ended with the common hope to continue a successful and effective European project partnership. 

                                                      The End

 Partner HR
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1)  If you want to read more compare �www.transcript-verlag.de/ts576/ts576.htm
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