Тема 2. Лекция 2.         Виды, методы и средства интерпретации 

                                                        культурного наследия.

В литературе на сегодняшний день существует путаница с понятиями «виды, методы, средства» интерпретации. Мы предлагаем следующую классификацию:

Виды интерпретации можно разделить на музейные и не музейные и среди них в свою очередь выделить основные и дополнительные методы интерпретации. К основным методам музейной интерпретации можно отнести:

· экскурсии (театрализованные, игровые, с гидом и т.д.)

Дополнительные  методы музейной интерпретации:

· ориентация

· лекции

· конференции, семинары, круглые столы

· публикации

· телепрограммы, фильмы

· реконструкции

· временные выставки

Не музейный вид интерпретации включает следующие методы:

· исторические реконструкции

· традиционные праздники

· фестивали

· ярмарки

· историко-художественные акции

Далее можно ознакомиться с некоторыми методами музейной интерпретации (гл. «The museum as interpretation» из кн. E.P.Alexander «Museums in motion»).

The Tour
Museum tours may be divided into two chief classes—self-guided and personally
conducted. In the first, the visitor makes his way about the museum at his own pace,

stopping as he likes to view exhibits and read labels. He may be assisted by some kind

of printed piece—a guidebook that he reads at will as he goes about, or a printed sheet

describing the artists, paintings, or objects in each gallery. He may press a button in

order to hear a talking label, or he may rent a small radio receiver or tape recorder so

as to carry his private interpretation with him. Various devices may provide background

music appropriate for the period or place of the exhibits or may reproduce the

music of rare instruments as he views them.

These self-guided tours, can be enriched at various points by other automatic or

visitor-activated audiovisual or multimedia devices. They include short films (often

shown by rear projection); slide and sound sequences; multimedia combinations of

images, lights, and sounds; and odors, such as the delicious aroma of chocolate in a

period candy store.

Personally conducted tours, though more expensive to operate, are usually more

effective than self-guided ones, provided the guides are good. Perceptive teacherguides

—well prepared, wise, flexible, friendly, and unrehearsed—can make museum

tours a pleasant, even memorable, learning experience. The guides should have at

their com-mand human interest materials that emphasize colorful personalities, lively

happenings, and underlying concepts. Excellent guides possess personal warmth of

communication, like people, and consider their interpretation “an act of love toward

humanity, not a specialized message to the initiated few.” Both men and women can

make excellent interpreters; sensitivity and friendliness are the needed qualities.

Training such a guide force is a continuing process. The curatorial or research staff

needs to provide subject matter that possesses both accuracy and human interest,

upon which the interpretation is based. A syllabus or manual of questions and reading

material can be the start, followed by group discussions, observation of tours, and

then trial tours by the beginner commented upon by more experienced guides. In a

large museum, the curatorial, research, and educational staff may give more formal

courses to the guides, or they may be encouraged to attend college or university classes

in their subject-matter fields. Group visits to other museums to observe how they

conduct their interpretation are of much value. The important thing is to develop an

esprit de corps in the guide force that inspires its individual members to continue to

learn and to take pride in their own distinctive presentations. They may joke about

attending a college from which no one ever graduates, but their continuing search for

knowledge makes them better interpreters.

This kind of interpretation is often best done by professionals, because guides paid

for their preparation and tour leadership constitute a more reliable and more manageable

group. The possibility of using volunteers, however, should not be disregarded;

though they present more problems in maintaining uniform standards of preparation

and presentation and in scheduling, proper professional supervision can frequently

make excellent use of the pool of well-educated, talented, and enthusiastic men and

women of a community. Such volunteers make many smaller museums economically

possible, and they also help interpret a museum to its community.

The complex and difficult mechanics of administering a guide force are usually

best handled by a professional. Scheduling can be a frustrating business and in larger

museums demands records of daily past atten-dance in order to provide the right

number of guides. The physical handling of groups requires much thought and care to

see that they are gathered efficiently and that they move about the museum with dispatch

and a minimum of disturbance to touring individuals or other groups. In many

museums the guides also serve as guards and protect the objects from damage or

theft. They must be trained to meet emergencies such as fire, illness of visitors, and

rare confrontations with militants. Should guides wear uniforms? In larger museums,

perhaps a distinctive blazer for both men and women may be desirable, so as to set

them off from the ordinary public; and in history and outdoor museums, guides may

wear reproduced period costumes to display them for the public.5

Orientation
Large museums with varied exhibits and complex circulation patterns should provide

museum-goers with an over-view before they start their tours. They should understand

the chief collections and the ways in which they are arranged so that they

may make choices of what they wish to see and know how to find their way. Orientation

can be achieved in many ways. A lecture or some other kind of oral presentation,

a selective exhibition arranged to illustrate general themes and building locations, a

printed piece with key illustrations, a slide show or filmstrip—any of these approaches,

when imaginatively and tastefully conceived, can provide a proper introduction to a

museum.

Occasionally, orientation can be moving and even spectacular. The Museum of

Anthropology in Mexico City has an automated show that begins with a darkened

stage and the exotic pre-Columbian music of reed flutes and drums. The lights come

on to reveal beautiful models of early Mexican pyramids and other landmarks, sometimes

illustrated with interior scenes projected on screens behind the stage. The scene

darkens again to allow the models to fold down into the floor and new ones to replace

them. The strange music continues throughout the fifteen-minute performance. Thus

the early history of the Toltecs, Aztecs, and Mayas unfolds and provides a central

theme that frequently recurs to the visitor as he goes about the exhibits in the museum

galleries that tell the story in much greater detail with a wealth of subthemes.3

Other effective orientation programs use wide-screen motion pictures with a multiple-

channel sound track. The National Air and Space Museum of the Smithsonian

Institution, opened on July 4, 1976, has a spectacular thirty-minute film, To Fly, that

makes the viewer feel he is aboard various aircraft, from an early hot-air balloon to

the latest space rocket. The earth below, viewed from tree-top height or from outer

space, is always thrilling, and the film in some instances produces realistic vertigo in

the viewers. The program is an excellent introduction to the full-scale air and space

craft and other striking exhibits of the museum.

At Colonial Williamsburg in Virginia, another wide-screen film in about thirty-five

minutes tells The Story of a Patriot. John Fry, the fictitious hero, participates in the

events leading to the Revolution in Virginia and gradually decides, after considerable

emotional conflict, to give up his loyalty to the king and go along with his patriot

friends-Washington, Jefferson, Patrick Henry, and George Wythe. The film also, as

part of the story-line, shows the chief features of the historic area and exhibition

buildings of Colonial Williamsburg; these details provide the visitor with many a

pleasant shock of recognition as he later makes his tour.4

The chief components of really successful orientation programs are:

(1) over-all themes that add meaning to the regular museum exhibits;

(2) emotional impact that makes the orientation program itself a feature of the

museum visit; and (3) details of exhibits that intrigue the visitor’s interest, make him

decide what he wishes to see, and serve as recogniz-able guideposts during his tour.

Bringing Exhibits to Life
Museum tours can be enhanced by demonstrations of processes. This maxim accounts

for the increasing use of crafts and industrial operations by both indoor and

outdoor museums. The manufacture of cloth with its carding, spinning, and weaving

done by hand or by early machines can be far more enlightening and exciting than the

best verbal presentation of these processes by talented guides. So can setting type by

hand, inking with balls or rollers, positioning the hand-made paper, and pulling the

“devil’s tail” of the heavy press. In the botanical garden, cultivation, harvesting, potting,

pruning, and plant-propagation techniques arouse great interest in the visitors. In

a museum of science and industry, a visit to an enlarged human heart, a farm with live

animals, or a demonstration of electricity that literally makesa volunteer’s hair stand

on end captures the rapt attention of nearly every visitor. Playing period music on

authentic instruments in person or on well-made tapes is another mood-producing

practice, for music calls forth rich emotional response in almost everyone.

The outdoor museum is especially fortunate in finding opportunities to provide

demonstrations and activities. Visitors can ride in horse-drawn vehicles, oxcarts, canal

boats, or early railroad trains. Horses, cattle, sheep, chickens, ducks, geese, and

other animals can be observed and sometimes petted. Military drills, sports, games,

period plays or dramatic skits, dancing, and even fireworks can enliven special

occa-sions. The serving of food and meals reminiscent of a period or area is both

evocative and popular.

All these activities involve a high degree of visitor participation, either psychological

or actual. They better explain processes; they combine sensory perception

with rational analysis; and they dramatize collections of objects. A basic underlying

problem with them is that of authenticity. Even if the equipment, processes, and costumes

are thoroughly re-searched, is the demonstrated craft over-romanticized? Are

the frequent quarrels between master craftsmen and their apprentices understood?

Are the long hours and grinding tedium of much of the work? Are the early industrial

demonstrations too neat and clean? Is the tyranny of the machine understood and the

social evils of the labor of women and children? There is also sometimes a problem of

commercialism. The craft program can become so engrossed in selling the popular

items it produces that it gives too little attention to interpretation.

Another process of interpretation becoming popular especially in outdoor history

museums is that of role-playing by the guides. Here the interpreter tries to learn everything

possible about the historical period involved and to conduct himself as if he

were living then; the interpretation is normally given in the first person. Often the

guide performs everyday tasks of the period; the housewife may kill a chicken, scald

it and pluck the feathers, cut it up, and fry it. The farmer may fell a tree with an axe,

cut it to size by chopping and wedging, and carry other seasoned wood to the fireplace.

Meanwhile, each one talks about his or her daily life and chores. About noon,

they may prepare their customary dinner and eat it, meanwhile discussing the weather,

their newlyborn calf, a neighbor’s approaching wedding, news of a historical event,

or other period happenings. This interpretation sometimes involves the visitors and

may extend to “live-in” situations where students don period costumes, occupy a

historic house or shop, and participate in activities such as cooking or the crafts. Roleplaying

thus is included in the “living history” approach along with craft demonstrations,

historical rides, and other period participatory activities.

This kind of interpretation has a novelty and immediacy that makes it appealing.

On the other hand, it has certain defects. Role-playing, unless most artfully carried on,

often seems overdramatic and unconvincing. It sometimes cannot stand the full light

of day, but is better done at night, with flickering candles or other forms of dim illumination.

The matters discussed by the interpreters may also not answer the questions of

the visitors and may take much more time than a well-organized, didactic commentary.

Practical personnel problems may arise with such a pro-gram. Should blacks, for

example, be restricted to showing the often-times demeaning life of slaves, or should

they be allowed to play white Anglo-Saxon roles? With a more conventional

interpre-tation, the interpreter’s job can be defined as dispensing information and

explanation, and modern civil-rights problems can largely be avoided.

On balance, bringing exhibits to life is an effective, oftentimes powerful, teaching

technique, and any museum is wise to consider its purposes and exhibits from this

point of view. Demonstrations, rides, processes, music, role-playing, and other activities

can be accurately presented and used to secure maximum visitor participation.6

Lectures, Forums, Seminars
A tested and reliable form of museum interpretation is the lecture or its variations,

such as slide or film showings, field trips, or campfire talks. The storyteller has exercised

a popular human role from the earliest times; a skilled, personable speaker can

communicate effectively and distinctively with his audience. Thus a museum will do

well to organize general or specialized lecture series to develop understandings of its

fields of interest and of its collections. Such lectures may also be taken outside the

museum walls; a museum speaker’s bureau can furnish programs for universities and

schools, women’s and service clubs, and other organizations. In some instances, also,

television or film may increase enormously the range of the lecturer.

Operating a lecture program demands careful planning and attention to details.

The selection of pertinent subjects; the preparation of the talks with excellent slides,

other visual materials, or actual objects; the arrangement for proper projection and

sound-amplification equipment; and routine details such as comfortable seating, proper

room tempera-ture, and light for note-taking must all be considered. Some one person

should be responsible for the program who combines efficiency, ability to work with

people, and a regard for showmanship.

A museum will do well to develop a series of conferences, forums, workshops, and

seminars that presents aspects of its program in consid-erable depth and appeals to

specialized and sometimes scholarly audi-ences. Such activity can build a core of

enthusiastic and loyal supporters of the museum, whether they be members, organized

Friends of the Museum, or regular attendants of a special event. These supporters

may make gifts to the museum and back its programs in other ways. The special

event also has strong promotional overtones and gives much opportunity for publicity.

Such a program of specialized interpretation may take many forms. A smaller museum

may organize only an occasional event of this kind, perhaps taking advantage of

an anniversary or the fact that some current movement gives its collection or field of

interest special relevance. Larger museums will do well to offer annual conferences

that interpret their various fields of interest.

Planning such events should be done with great care. Sometimes the museum will

do well to work with a college or university, a special society, a magazine, or other

outside experts in order to obtain broadly based ideas and better promotion. An advisory

committee composed of staff and outside members may be used; if so, the out-

siders should be appointed for limited, overlapping terms, so that rotation is guaranteed.

Each conference should be planned well in advance; a museum staff member

should act as the responsible executive; and a planning paper, careful minutes of

committee meetings, and a detailed daily schedule for the proposed event should be

required.

The program itself must be developed in considerable detail. The speakers are the

most important single ingredient. Before they are invited, they should be checked as

to command of subject matter, speaking ability, and terminal facilities. In addition to

their expenses, should they be paid an honorarium and should their spouses be included

in the invitation? Change of pace in the conference schedule is also impor-tant,

and the planners can skillfully combine the program components-talks, discussions,

films, demonstrations, tours behind the scenes or in the region, musical events, banquets,

and the like.

In carrying out the event, the registration of those who will attend; the development

of the program; the hotel, restaurant, tour, and other logistical arrangements;

and the publicity should be co-ordinated. When the conference opens, attention must

be given to meeting and welcom-ing the speakers, providing for their entertainment,

and letting them test the microphones and other equipment and run through their

slides. The acoustics and projection facilities, as well as each feature on the program,

need to be carefully checked. Publicity stories, pictures, and interviews must be provided.

After the conference ends, speakers should be written thank-you notes and

asked for suggestions for improving the event and for future speakers. Any publication

resulting from the event must be edited and seen through the press.

To put it simply, the secrets of success of any conference, forum, workshop, or

seminar are (1) imaginative and thorough planning; (2) efficient execution, with great

attention to detail; and (3) much emphasis upon friendly hospitality shown by all

members of the museum staff. When these events succeed, the museum acquires a

large group of backers who understand its objectives and program in consid-erable

depth. They constitute the kind of preferred support that every museum seeks and

needs.7

Publications
The interpretation described thus far has taken place in the museum, and there can

be no real substitute for the museum visit to show objects in all their vivid threedimensional

reality. But there are ways to take the museum story beyond its walls and

to reach even larger audiences than its visitors. The first useful medium here consists

of publications.

Publications are a form of communication with the public. Books, periodicals, and

pamphlets tell the museum story in a carefully consid-ered, thoughtful manner. They

often act as long-term ambassadors for the museum on the shelves of research, public,

and private libraries. Even if an owner has read a publication from cover to cover, he

may consult it from time to time and pass it along to new readers. Publications also

are valuable for the internal organization of a museum in that they stimulate staff

members to do research and writing. The museum should control all printed pieces

that it issues and should, give careful attention to securing high quality in their design

and production. These standards should extend to all job printing done for the museum,

including labels, stationery, invitations, monthly calen-dars, programs, posters,

and lists of materials sold at sales desks. All these ephemera should show good taste

and uphold a typographic image of high quality for the museum.

The museum will also probably publish a newsletter for its members and, if it is

large and affluent enough, an annual report, a quarterly magazine, or a yearbook. The

newsletter, usually issued monthly or quarterly, can conceivably be produced by some

near-print process, though it should have a well-designed, printed title heading. The

annual report, magazine, or yearbook should meet all the design requirements of book

printing and should carry as many excellent illustrations as the museum can afford, at

least some of which are in color. These publica-tions will offer a good outlet for staffwritten

articles.

For some museums with an active special-exhibition program, the exhibition catalogue

may take the place of the magazine or yearbook. Catalogues, whether of special

exhibitions or permanent collections, deserve well-designed printing and abundant

illustration, and they, of course, are important avenues for staff research. Each museum

should also have an excellent and attractive guidebook, perhaps, in the larger

museum, with sections bound and sold separately, covering the differ-ent collections.

The larger museum may also have a regular book-publication pro-gram. Some

books will have general interest and can be sold as souvenir items at the museum sales

desk. Many of these can be of pamphlet format—paper-bound, abundantly illustrated,

and reasonably priced. The museum should consider establishing other series of books

in its general field—art, science, or history—and they may include scholarly studies,

specialized popular treatments, and books for younger readers.

In building such a program, the museum will do well to use a planning outline for

each publication. It should include details on the author, title, target date, and audience

to be reached; a summary outline of the subject-matter content; the estimated

number of pages, size, binding, and illustrations; the cost of authorship, illustration,

composition, printing, paper, and binding; the retail price, actual cost, and wholesale

and retail profit per volume, the size of edition, estimated sales for the first three years

and life of the printing; and the distribution plan through museum alone or in cooperation

with a national distributor. Such an outline gives top management an opportunity

to understand and control a publications program.

In securing manuscripts, the museum can look to its own staff or to outside authors.

In order for a staff member to write an article or book, it must be placed high among

his job priorities and, often, made his sole assignment. Sometimes recognized outside

writers can be put under contract to produce books for the museum. In other instances,

an author may be added to the museum staff with the sole duty of writing one or more

books. If a museum has a large enough program, it may have its own editorial and

design staff, though these functions can usually be performed outside, under contract.

In nearly any instance, it is not economical for the museum to do its own printing; it

should, instead, hire a printer well qualified for the kind of publication to be produced.

The museum can well handle the local distribution of its publications through its

sales desk and other local outlets, but national distribution is a specialized and demanding

business. A large museum can possibly build up an effective mail-order business,

but it is usually wiser to try to arrange with an established book publisher to

distribute museum titles. A balanced distribution system may be feasible with the

museum handling in-house and possibly local sales, as well as pamphlets and other

low-priced items; a commercial publisher distributing general publications and books

for younger readers that have a trade appeal for bookstores; and a university press

carrying books of more scholarly interest.

A word may be added about books by outside publishers. In general, a museum can

offer for sale at its own sales desk all worthy publications in its field of interest. A

large art or science museum should carry good books covering the areas of its collections.

An outdoor history museum should stock books on the architecture, gardens,

furnishings, and history of its area. All these books help interpret the museum and its

field, and this is the primary reason for carrying them. If, in the process, the museum

makes a reasonable profit, so much the better.8

Film and Television
Another way to reach the public outside the museum walls is through the audiovisual

medium. The motion picture or television is most effective in this area because of

the manner in which the viewer concentrates his attention upon images so realistic

and true to life that he identifies with the situations and feelings being portrayed there.

Color slides, filmstrips with or without sound, sets of photographs, phono-graph recordings,

and soundtapes are other productions in this field— not so powerful in their

effect, but less difficult and expensive to make.

Motion pictures and television videotapes have advantages other than their forceful

impact. They produce largely uniform effects wherever shown, and they are comparatively

easy to transport and to project. Though their production costs are high,

individual prints can be shown many times and thus reach huge audiences. From the

standpoint of cost per viewer, films may be comparatively economical; if properly

distrib-uted, they may cost less per viewer than publications or other au-diovisual

products.

Museums can produce motion pictures in several ways. If large and well endowed

enough, they may set up their own program. In such instances, they should have a

small production staff that can make their own documentary-type films over a period

of time and with minimum disturbance of the normal museum activities. If museums

embark upon more ambitious films employing acting talent and a complex story line,

they should use their audiovisual staff as a production unit and import a writer, director,

actors, and editor from the outside. Still other ap-proaches to museum film-making

involve commercial producers, uni-versity film units, and television stations, most

frequently educational ones.

All film projects, whether museum or outside-controlled, should use a planning

outline somewhat similar to the one described above for publications. It will cover

title, outline of content, and audience; schedule for scripting, production, and completion;

length, use of narration, and use of dialogue; script budget, production budget

includ-ing crew, principals, extras, props, costumes, film stock, sound, and internal

museum charges; completion cost of editing titles, music, and sound; and distribution

plan with estimated sales and rentals.

With such a guide, a museum can decide whether it can afford to make a film with

its own production unit, whether it can subsidize an outside producer, or whether it

can pay the heavy indirect costs incurred in the disruption of its activities by an outside

producer who pays his direct costs. The museum that produces or obtains such

films also needs to decide whether to promote and distribute them itself to schools,

clubs, and television stations, or to arrange for their sale and rental by a commercial

distributor. In either instance, the museum should try to make the users pay for the

distribution costs and to amortize at least a part of the production expense.

The rapid growth of television has given museums new opportunities to reach

mammoth audiences. In some instances, the museum has worked with a local station

to develop regular programs based upon the museum collection. Sometimes the television

cameras have come to the museum, but more frequently paintings and objects

have been trans-ported to the television studio. At first, museum directors thought that

such programs might reduce museum attendance, but they actually have had the opposite

effect. Those who view the television program often come to the museum to

see the original objects.

There can be no doubt that television gives the museum new oppor-tunities to take

its collections and expertise to an ever-widening audi-ence, both adults and students.

The museum must be careful to protect its collections from breakage or from deterioration

caused by excessive heat or light, but television cameras and lighting improve

continually. Museum television programs, whether produced regularly by a local station

or occasionally by a network, require much staff time, but the rewards are great

and can be worth the expenditure. And once a program is on film, just like the museum

motion picture, it can be distributed widely to schools and clubs, as well as

being used occasionally for other television broadcasts.

In making films or producing television programs, the museum must be sure to see

that it retains control of the script to guarantee the subject-matter accuracy and the

good taste of the result, whether it be in the field of art, science, or history. Keeping

this control is not an easy matter, for working with film or television is a highly technical

and expensive process, and the professional film writers, directors, and technicians

are accustomed to making the key decisions, often on the basis of supposed

popular appeal. This approach can result in simplistic and unpleasant gimmicks and a

consequent loss of truthfulness and sincerity. Thus the museum must exert great caution

in participating in this advanced audiovisual field, not only in productions of its

own but also in those where out-of-pocket costs are paid by an outside film or television

maker. Despite the need for great care, the creative museum that dares to work

with film can develop its themes with vividness and reach an audience of millions.9
 Также в англоязычной литературе распространена другая классификация:

                     Методы интерпретации культурного наследия

· устные
· гиды-экскурсоводы

· звукозаписи

· «живые» звуковые эффекты

· аудио-гиды

· письменные

· знаки

· тексты

· афиши

· предупреждения

· публикации

· буклеты

· путеводители 

· визуальные демонстрации

· артефакты

· графики

· карты

· планы

· фотографии

· копии

· модели 

· проецируемые изображения

· реконструкции 

· виртуальные и мультимедийные изображения

· виртуальные музеи и галереи

· памятники мирового культурного наследия на CD, DVD (Corbis)

· виртуальные экскурсии 

· представления и спектакли

· праздники

· фестивали

· реконструкции исторических событий

    При интерпретации  одного памятника культурного наследия могут применяться разнообразные методы и средства. Британский специалист в области интерпретации D.Aldridge обозначает принципы для выбора методов в рамках общей стратегии интерпретации. Выбранный метод должен:

· быть способен эффективно передавать сообщение

· сочетаться с другими используемыми методами и средствами

· помогать общему представлению сообщения

· передавать сообщение на верном уровне

· создаваться по самым высоким стандартам

· позволять посетителям чувствовать себя свободно и ощущать свою причастность

· отвечать на наиболее вероятные вопросы 

Aldridge D. Guide to countryside interpretation and interpretive planning. - Edinburgh,1998. – P. 30.

В качестве средств интерпретации могут выступать: звукозаписи, печатные материалы, кино-фото-видео материалы, лазерные изображения, мультимедийные изображения, театральные действия, художественные техники и пр.

                                                  Лекция не содержит задания.

