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Abstract

This thesis explores the networks of digital culture surrounding six national museums in the Republic
of Korea and the UK. Via qualitative research methods, it answers the following research questions: 1)
How do the dynamics between the key actors in the museum sector affect the use of digital
technology as a foundation of visitor experience? 2) How have museum practices evolved to
accommodate digital technology? This study also draws comparisons and contrasts between the two

countries’ different approaches to digital culture in museums.

Based on Actor-Network theory (ANT) and activity theory (AT), this research identifies actors who
have influenced the digital projects of the case museums, for example, government, the museum itself,
museum practitioners, digital industry, the public, and so on. The ways they have interconnected with
each other are analysed also, as is tracing the actors. The research also highlights the importance of
communities of practice (CoP) for museum practitioners’ professional development because of the
rapid evolution of technology and the nature of museum digital projects that are situated between the
digital and museum sectors. A comparative analysis between the two countries’ national museums is

also presented through different actors, their roles and their relationship with the museums.

The research also identifies how communication and learning theories adopted in digital projects are
dependent on the museums’ overall missions, working processes, and the actors involved in the
development of the digital projects. Most digital projects seem to adopt one-way communication and
focus on knowledge delivery. However, game-like digital exhibits, maker spaces and online
crowdsourcing projects that further consider learner-centred and sociocultural learning approaches are

also found, although the museums in the two countries have different approaches.

Based on the research findings, this research provides a holistic context for understanding the digital
phenomenon in museums and the degree to which the museums have shaped/been impacted by digital
culture. I also suggest that museums develop digital projects through a collaborative process and

harness digital technology to empower the public.



Impact Statement

This is a timely doctoral thesis that deals with a very important contemporary development in the
museum. It attempted to compare the professional networks, digital projects, learning approaches and
organisational changes of six South Korean and British national museums, using a blend of three
theoretical tools (ANT, AT and CoP). The case studies demonstrate interesting policy, institutional,
organisational and technological dynamics in the museums’ digital development. This type of research

has not been done in Korea before, nor in the UK. The comparative element is also unique.

This study contributes to the theoretical and practical aspects of museums. First, there was no existing
literature that provided a historical discussion on digital projects in Korean museums. By examining
museum practices in three Korean national museums since the 1990s, this study showed the general
trend of the development of digital projects in Korean museums. This study also showed that it is
necessary to reconsider the roles of the Korean government and museum policy regarding museum
digital culture. The current role of the government might not be enough to encourage the museums to
become involved in digital culture. Investing in human resources (e.g. digital experts) and supporting
professional development opportunities regarding digital culture, which involve not only digital skills
but also social learning opportunities to empower museum practitioners and to link them to others, is

recommended.

The UK cases showed the importance of social learning for museum practitioners regarding museum
digital culture. The boundaries of the community of digital experts in cultural sectors could be
extended further to include theorists and practitioners in the field of digital humanities, media design,
etc. Moreover, forming digital departments, which is a way to respond a digital age, is understood not
only as a benefit for the museums to be active actors by showing its leadership in the field, but also a
benefit for individual museum digital experts by supporting their voice to be heard. Therefore, the
institutional level change can be further beneficial by engaging individuals to be actors actively
expressing their voice. This study also showed the importance of involving educational departments
in the development process of digital projects as a bridge linking content experts (e.g. curators) to the

public.

In terms of theory, the complementary theoretical framework of ANT, AT and CoP theory of this study
provides a new lens for understanding the complicated networks of museums in digital culture. By
analysing the collective and the individual, human and non-human actors at the same time, this
approach contributes to connecting museum practitioners’ individual contexts to wider social

situations. In so doing, a holistic understanding can be made possible. Moreover, in practice, the link
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of pedagogic roles of digital technology to communication and learning approaches can help museum
practitioners who take charge of digital projects understand the potential of the technology, and can

help design digital experience towards social activities beyond content delivery.

Additionally, the comparison of the museum networks of the two countries contributes to the
emerging Asian museology and Asian museum studies. This contribution is based on the theoretical
frameworks I developed that are based on social theory (e.g. ANT) and museology, which are mainly
discussed and developed by Western researchers. However, these frameworks might not be well suited
for analysing and interpreting Asian museums. By addressing issues regarding this theoretical
perspective, the research potentially incorporates non-Western perspectives on museums and their

networks with other actors.



Table of Contents

LISt Of FIGUIES ...ttt b e b e b e e s nne e 13
Chapter 1 - INtroduction ............c.oooiiiiiiiiii e s 15
1.1 Research Background and CONMtEXL..........curirierirerieneeieese e 15
1.2 ReSEAICHh QUESTIONS .....vietie ittt ettt ettt sttt et et e e sbe e sbeeanbeebe e 19
1.3 Definition 0f Key TEImS .......cccveiiiieiiiieiiesee e 21
1.4 TRESIS StIUCTUIEC. ...evviriiiiiiiiiiiee s 21

IN A DEGIEAL AGE ... s 24
2.1 INEOAUCHION ...ttt s 24
2.2 Museums and Digital Culture ..........cccocuiiiiiiiiiieiee e 24
2.2.1 Evolution of Digital Practices in MUSEUIMS ........ccccverereenereeinineneenesesee e 25
2. 2,11 DiItAL AT . 28
2.2.2 Distinct Features of Digital Technology ...........cccoviiiiiiiiiiiiiiiieiiee e 29
2.2.3 New Practices and NEeW ACTOTS.......c.cueiviiiriieiiiieiesieseesre e 31
2.3 Actor-NEetWOTK TREOTY ....couviiiiiiiiieiiitere e 31
2.3.1 The Actor i ANT ...oiiiiiiice s 33
2.3.2 Translation: The Process of Network MaKing ..........cccccoovviieiiininiienininie e 34
2.3.2.1 Stable and Durable NetWOTKS ...........ccccccvioiiiiiiiieiiiise e 36
2.3.3 Criticism and Limitations of Actor-Network Theory..........ccccovvviiiiiiiiiiiicnns 36
2.4 ACEIVIEY TREOTY ..ttt ettt et sb et et sbeenneenne e 37
2.4.1 Activity and ATEETACES ......eeveiiiieieii e 38
2.4.2 The Evolution of ACtivity TREOTY ......ccviiiiiiiiiie e 38
2.4.3 The Seven Components of an Activity Triangle ..........cccoovvvevininieinniiccs 40
2.5 Communities 0f Practice TREOTY .......cvvoviiiiiiiiiice s 44
2.5.1 The Three Fundamental Elements of Communities of Practice Theory ................... 45
2.5.2 Identity in Communities of Practice Theory..........ccoouiveiiiieiiniineninee e 46
2.5.3 Forms of Communities 0f PractiCe ..........cccoueiiiiriiriinieie e 47
2.0 SUMIMATY ...ttt s e s e s e e e e e re e r e e sr e e sreeesneeneenne e 48

Chapter 3 - Literature Review and Theoretical Framework (2): Museum Communication and

L@ATTMINE. ......oi iRt r e r e 51
T B 6313 0T L1 15 o) o PP U TR UUROUROURRUPRTPN 51



3.2 New Museology: From Objects to PEOPIe .........ccoovvviieeiiiiiicineeeeee e 52

3.3 Museums as COMIMUINICALOTS ......ccuverreareererneeresreseesresreeresresseessesreeeessesessresseessesresseensens 55
3.3.1 Transmission Model..........ccviiiiiiiiiiii 56
3.3.2 Encoding/Decoding Theory and a Circular Model of Communication.................... 57
3.3.3 Cultural Approach of CoOmMMmMUNICAtION .......uviivieiiieiriieeriie st 58
3.3.4 Holistic Approach to Museum CommuNiCation ..........cocuveirrveerreessieessinnesneeesineesenes 59

3.4 Museums as Educational InStitutions..........cccccvviieiiiniiinie e 60
3.4.1 Learning TREOTIES ......c.uuieeriirerieiresieeie st s 61
3.4.2 Constructivism and Museum Learning...........ccecvvereereriirniiniieeie e e e 64

3.4.2.1 Prior to Constructivism: John Dewey’s Perspective on Education................. 64
3.4.2.2 Cognitive Constructivism: Jean Piaget’s Perspective on Education............... 64
3.4.2.3 Social Constructivism: Lev Vygotsky’s Perspective on Education .................. 65
3.4.3 Sociocultural Approach to Learning ...........cccocerieeiieiiiiiiniesieeie e 67
3.4.3.1 Situated Learning............cccouuveiiiiiieiiiisie sttt 67
3.4.3.2 Serious Leisure: Motivation and Learning ..............cccocueenviivnieniesienienieennenns 68
3.4.4 Critical Pedago@y.......cccviieiiiiiie it 70
3.4.5 Digital Games in Learning..........coevcueieirieiiiiiiiieesee ettt 71

3.5 SUITIMATY 1.t r e se e se e st st e re e nn e nn e e sen e e e ene e 73

Chapter 4 - Methodology and Methods ................ccooiiiiiiii i

4.1 Qualitative APPIOACKH ......oiiiiiiiiieiie s 75
4.1.1 Qualitative Case STUAY........cerrvreerriiieiiie e 76
4.1.2 Criteria for Selecting the Two Case Study COUNIIES ......ccccvevirerieiiiinie e 78
4.1.3 Criteria for Selecting Case MUSEUITS .........c.covierrerineeneseeieesresee s siee e 79
4.1.4 Criteria for Selecting Digital Projects in the MUS€UMS ...........c.ccooverineieiinneenennnns 80

4. 1.4.1 SiX CALEZOVIES ...t 81

4.2 Research Design and Data Collection Methods...........ccooviiiiiiiiiciincccesee e 84
A BN 12 TS ) s T PP PPR TR 84
4.2.2 Stage Two (Secondary Data)..........ccocveviiiiiiiiiieneees e 84
4.2.3 Stage Three (Field Work and Collecting/Generating Visual Data).............ccccevennees 85
4.2.4 Stage FOUur (INTETVIBWS) ....eeuviiuiiiiiieiiieieite st ettt sttt sttt sbe b b e 86

4.2.4.1 INLETVIEW TREIMES ..ottt 88
4.2.5 StAZE FIVE .ovviiiiiiitieie ettt bbb 89

4.3 DAt ANALYSIS ..eeveeiuieiiieiiie ittt sttt b et e bt nbe e sr b be e b e nne e 89
4.3.1 Analytical Framework 1: The Relationships Between Museums and Actors........... 90
4.3.2 Analytical Framework 2: For the Digital Projects .........c.ccooveviniiicnncnicenes 91

7



N O s (o2 1 O0) 1 (o)) & o IO 93

4.5 Contributions and Limitations of the Study from a Methodological Perspective............ 94
I 110 0110 1 AT PSP P PR P PR OPRRPRPRPTRN 95
Chapter 5 - National Museum of Modern and Contemporary Art............ccccoovvnnniniieennnn.
5.1 INtrOAUCHION. ..ttt 96
5.1.1 National Museums in KOT@a .........ccceiiiiiiiiiiiiiieeiesiie et 97
5.2 OVETVIEW ..ttt ittt sttt ettt sttt sttt ekt ekt e bt e e bt e e s et e ke e ebe e she e she e sabe e mbe et e e sbeeebbesabeenbeabeens 98
5.3 Identified Actors: Their Network and Roles ...........covviiiiiiiiiie 99
5.3.1 Government and Government Bodies............ccocvviiiiiiiiiici 100
5.3.2 The MUseum ItSEIf .......ccoiiiiiiiiiie e 104
5.3.3 MUSEUIM PraCtitIONETS ......eeiuieiiieiiieiiiesiieiieesiee e sttt ettt et siee s sbe b nbe e b e neee s 107
5.3.4 Digital Technology and Digital COmMPanies.........c.c.cuveeeereerieniienieniesieeseesiee s 110
5.3.5 THE PUDIIC ..ottt 111
5.3.0 SUMMATY ...t ettt nr e nneenrne s 111
5.4 DiIGItal PTOJECES. ..uviviiiieieisiieiie st ettt r e e n e e 112
5.4.1 Orientation SPACE.........eeiuieiieiierie ettt ettt sbe e s e s e sb e beesbeesbeenrneas 112
5.4.1.1 Digital Information DiSPlLay............cccccuveoiiiiiieiiiiiiie e 112
5.4 1.2 MMCA FFI@NIAS ...ttt 114
542 TN GaAIIETIES. ...vveeuvieitee ittt ettt sttt sttt et sbe e sb e see e s nbe s nbe e nbeenbeenbne s 116
5.4.3 Programmes and EVENLS..........coiiiiiiiiiiiiiiieeiecee e 118
5.4.3.1 Digital Learning Programmes .............ccucuiiiiiiaiieenieenieesee s 118
5:4.3.2A7E FAD LAD......ceooiiiiiiii e 120
5.4.4 MUultimedia GUIAES ......cccueeiuieiieiie et sb e nree s 122
5.4.5 0nliNE RESCATCH .....vviiiiiiiiiii e 123
5.4.6 ONliNE LEATNING .....eevviviiiieiiiiiieie sttt r e e 123
54T SUMIMATY ..ot 124
5.5 Summary of the National Museum of Modern and Contemporary Art ...........c.cceeveeneee. 124
Chapter 6 - National Museum of Korea.................c...ccoooiiiii
LT O 3T oY L1 Tor o) s W RSP 126
0.2 OVETVIEW ....teeuttetieitee ettt eiet bttt e ste e s ae et e e st e s bt et e e bt e sk e e eh b e ek et et e e ke e she e sheeshbeeabeebeenbeenbeennnas 127
6.3 Identified Actors: Their Network and RoOIes ..........cccovviiiiiiiniinicic e 128
6.3.1 Government and Government Bodies...........cccueieiiiiiiiiiiciic e 128
6.3.2 The MUuseum ItSelf .........ccooiiiiiiii e 131



6.3.3 IMUSEUITY PIaACEITIONETS 1vvvvvrvvurvrersrsrsrersrsrerssesssssssesssssessssssssssssssssssssssssssssssssssrsrsrsrersne 134

6.3.4 Digital Technology and Digital COmMPanies.............cvrveeereerieniienieniesieeseesiee e 136
6.3.5 ThEe PUDIIC ...ttt 137
6.3.6 Museum Professional BoOdies...........ccoiviieiiiinieiiiee s 138
6.3.7 SUIMIMATY ...ttt b et e bttt et e e sbe e saeesbeesnbeanbeenbeesbeearneas 139
6.4 DIgItal PrOJECLS. .. eiitiiitiiiiieii ettt sttt ettt b sae e s ae et be e nre e 140
6.4.1 OrIENLAION SPACE. . .viverueerrirreesresresreesre s e et e et eesre s e resre e e nre e e nresre e e nreenes 140
6.4.2 TN GAILETIES. ... veeuveeiee ittt ettt ettt b e sbe e sbe e s e e st et e sbeesbeeseae s 142
0.4.2.1 AR CUFALOT ...ttt 143
6.4.2.2 The Children’s MUS@UML .............cccccoueioiiiiiaiiii it 144
6.4.3 Programmes and EVENLS..........coiiiiiiiiiiiiiieeiecee e 147
6.4.4 MUltimedia GUIAES ......oovieiiieiie ittt ettt sbeeneee s 149
6.4.5 Onling RESCATCH ......ciiiiiiiiiii it 151
6.4.6 ONlINE LEAINING ...c.vviiviiiiiieiie ittt sb e sb e srne s 152
0.4.7 SUMIMATY ..ottt ettt r e sre e s e s e nreenreenrneas 153
6.5 Summary of the National Museum of Korea ...........ccovvviiiiieiiiciic e 153
Chapter 7 - Gwacheon National Science MUSEUI .............cccocviiiiiiiniicnin e
2 B E3 T3 4o T L1 T o) o D PRSPPSO PPR PP 155
7.2 OVETVIEW ...uteeutietiesteesiee sttt e e st ste e she e s b e s sttt et e bt e sk et e b b e e bt e e abe e ke e sbe e sbeenbb e e s be e beenbeenbeenbeas 156
7.3 Identified Actors: Their Network and Roles ..........ccooveviiiiiiiiniiii e 157
7.3.1 Government and Government Bodies............cccueiiriiiiiiiiienic e 158
7.3.2 The MUseum ItSEIf .......cooiiiiiiii i 161
7.3.3 MUSEUIM PraCtitIONETS ......eevieiiieiiieiiiesiiesiieesiee e steesieeste e ste e st saeeseaesnbe e sbeesbeesreens 162
7.3.4 Digital Technology and Digital COmpPanies............ovvvvervreerreniesieeneneenesesee e 165
7.3.5 THE PUDIIC ...ttt 166
7.3.0 SUMIMATY ...ttt ettt r e sre e s st e e nreenneenrneas 166
7.4 DIGItAl PTOJECES. ...viviiuieiiiitieie sttt bbbttt sr e r e r e e n e 167
7.4.1 OrieNtation SPACE......eiireiueerrirrieresreseesre sttt nr e nre e nreeres 167
742 TN GaIIETIES. ... veeuvieiie ittt ettt sttt e be e sbe e sbeesreesnbessbeesbeenbeesbeeas 168
7.4.2.1 Exhibition 1: DNA - The Key to Unlock the Secret of Life ..........ccccuevvnenn. 169
7.4.2.2 Exhibition 2: ICT Experience Hall ..............cc.cccooiiiiniiiiiiiiiiiiecieenn 171
7.4.3 Programmes and EVENLS.........ccooiiiiiiiiiiiiiiesie e 172
7.4.4 MUultimedia GUIAES ......oocuieiieiieiie ettt st sbe e 175
7.4.5 ONliNe RESCATCH .....vviiiiiiiiiii st srae s 175
7.4.6 ONlINE LEATIING .....eovviitiiiieiiiitieie sttt n b e 176



B A 1100111 o PO PPRTR 177

7.5 Summary of the Gwacheon National Science MuSEUM..........ccccevirrieiiiiiiinnienie e 177
Chapter 8 - Tate MOEeIT ..........cccooiiiiiiiiiii e e
8.1 INETOAUCHION. ...ttt b et srn e e e reenne e 179
8.1.1 National Museums in the UK .........ccccoiiiiiiiiiiiic e 180
8.2 VETVICW ...ttt ettt sttt etttk b ekttt e b e e she e she e shb e s et e e a b e et e et e e ke e sbbesbbeanbeenbeenbeens 181
8.3 Identified Actors: Their Network and Roles ...........ccoviiiiiiiiiiiiiiicce e 182
8.3.1 Government and Government Bodies...........cccevieriiiiiniiiiicieec e 183
8.3.2 The MUSEUM ItSEIf ... ...ccuiiiiiiiiiei e 185
8.3.3 MUSEUM PTaCtitiONeTrsS .....ccviivieiieiiiiiiie sttt 188
8.3.4 Digital Technology and Digital COmPanies............ccevverueririerieeneeneesiesre e 190
8.3.5 THe PUDIIC ..c.vviiiiiieie ettt bbbt nbe e e 192
8.3.6 ACAACINIA ...evviiiie ittt ettt ettt e et nre e e 193
8.3.7 SUIMIMATY ...veiutiitieiieite ettt bbbttt e st e st sb et e b s be et nbe e e neesees 193
8.4 DIZItal PrOJECES. .eeueeiiiiiiiiiiieete ettt 194
8.4.1 OTICNLATION SPACE.....veiueeiirieeieriieiesre ettt st sre e sr e sr e nesreerenre e e nrennes 194
8.4.1.1 Digital Drawing Bar...........c.cccccooiiiiiiiiiiiiiiiisit ettt 194
8.4.1.2 Timeline of MOAern Art..........ccooovviiiiiieeiiiiieieie e 195
842 TN GAllETIES. .. e eveeeee ittt et b b e n e e 197
8.4.3 Educational Programmes and EVents..........c.cccoouviiiiiiieniiiic e 197
8.4.4 MUltIMEdia GUIAES ....ovuveiuiiiiieiieitie ettt ettt st sbe e ente e e e 199
8.4.5 Online RESEAICH........coiiiiiiiiiiie e 200
8.4.6 ONlINE LEArNING ... .oovviieeiriiieeieiiee e 201
84T SUIMMATY ..ottt et r e e e e nre e 203
8.5 Summary of Tate MOAEIN .......ccviiiiieieicec s 203
Chapter 9 - The British IMUSEUIM ............ccocoiiiiiiiiiiiiie e
0.1 INETOAUCTION ...ttt ettt et b e bt sae e sae e sttt e e beenbeenenas 204
L 0 ) 4 1) TSR OP PP 204
9.3 Identified Actors: Their Network and Roles ...........coceveiiiiiiiniiiciic e 206
9.3.1 Government and Government Bodies............ccocvervriiciinecninicceeesee e 206
9.3.2 The MUSeUM ItSEIf ......ciiiiiiieiie e 208
9.3.3 MUSEUIM PraCtitiONETS ......cccueeitieiuieiiiiiiieiiee ettt sttt st sbe b nree s 211
9.3.4 Digital Technology and Digital COMPANIES..........vrvrverireerrereeeeneneenresresee e 213

10



LS TR T N 0TIl Vo) S o 215

0.3.0 SUIMIMATY ...ttt bbbttt sbe e sbeesaeesnb e s b e e nbeesbeenrneas 216
0.4 DAGItAl PrOJECLS. ...eiviiitiiiiieie ettt sttt ettt sbe e sae e sae et nb e b e e 216
0.4.1 OrIeNtAtiON SPACE......viiverueerrirreesresresreeresreese st s e sr et s e sresre e resre s e nresreenrearesneenreanes 216
9.4.2 I GallETICS...e.viiuriiiiiiiiriiie 217
9.4.3 Educational Programmes and EVENts...........ccccouviiiiiiiiiiiie e 219
9.4.4 MUultimedia GUIAE .......ceiuiiiieiie ettt b et nbee s 222
9.4.5 Onling RESEATCH .......oiuiiiiiiii it 223
0.4.6 ONlINE LEAINING ....vviiviiiiiieiie ittt st sreenree s 225
0.4 T SUMIMATY ...ttt ettt nn e e nreenreenrne e 226
9.5 Summary of the British MUSEUM ..........cociiiiiiiiiiei s 227
Chapter 10 - The Science Museum, London..............c..ccccooiiiiiniiiiiiiiee e
10,1 INEOQUCTION ...ttt ittt sttt et et sbe e st esbb e ssb e e beenbeenbeeneeas 228
10,2 OVEIVIEW .ttt sttt sttt sbe e st sttt sttt e e b e ke e e bt e st e e be e sbe e sbeesbeesbbeenbe e beenbeenbeenbeas 228
10.3 Identified Actors: Their Network and RoIes .........cceciiiiiiiiiiiicic e 229
10.3.1 Government and Government Bodies..........cc.ccovvviriiiiiiiiiin e 230
10.3.2 The Museum IESElf .......cooviiiiiiiiiie e 231
10.3.3 MUSCUM Practitioners ......cveeivieiiiiiiiiiiiiieesiee sttt st saeesaeeseae s 234
10.3.4 Digital Technology and Digital Companies.............cccvereereereeiiiesieeneesee e 235
10.3.5 The PUDLIC ..uviitiiiiiicie ettt st st et nbeesrae s 237
10.3.6 ACAACIMIA ...ttt sttt sttt et e sbe e sbe e sbeesnbeanbeesbeenbeesbee s 238
10.3.7 SUMMATY ...t 239
10.4 DIgItal PrOJECTS. .eveiiiiiiiieiie et siee sttt sttt sttt et sbe e b e s e e st b nbeesbeeneeas 239
10.4.1 OTientation SPACE........ccvererreeriirieieitisieie sttt sttt sr b e e enes 240
LR € 71 1 1 1 PSPPI 241
10.4.3 Educational Programmes and EVents...........c.cccocviiiiiiniiiniiiic e 245
10.4.4 Multimedia GUIAES ......cvverveeiieiieiie ittt be b sbeeseee s 246
10.4.5 ONliNg RESEAICH .. ..ocvviiiieiie ittt st sbe e 246
10.4.6 OnlNE LEAINING .. .c.vviveiiieiriiiieeiieeese et 247
1047 SUMIMATY ...ovviiiieiiiiiee ettt sre e s sreenneesree s 248
10.5 Summary of the SCience MUSEUIM ..........cociiiiiiiiiiiiie e 249
Chapter 11 - Comparative DiSCUSSION ..............cccoviiiiiiiiicic e
O T (o e 13 ) s RSP 250



11.2 The Dynamics Between Key Actors of the National Museums in the Digital Culture 250

11.2.1 The Relationship of Governments With Their National Museums..............c.c...... 251
11.2.2 Museum Practitioners and Networks of Digital Culture............cccoovvvvervrivniernnne. 253
11.2.3 The PUBLIC ..ccoviiiiiiiciii e 257
T1.2.4 SUMIMATY ..oeiuvieiieiiiisie ettt re e e sre e nee et enneenreenrne s 258
11.3 Digital PrOJECES...cueiiieiiiieiie ettt ettt nb e nre e 259
11.3.1 Trends of the Digital Museum Projects from the 1990s to the Present................. 259
11.3.1.1 Game-like APProACHES ..........ccc.ccocuiviiiiiiiiiiiii s 263
11.3.2 Communication and Learning Approaches of Digital Museum Projects.............. 264
T1.4 SUMMATY ..oeoviiiiiiiiie ettt nr e sre e sre e s e n e nr e e nreenreennees 268
Chapter 12 - ConClUSION .............coiiiiiiii e
12.1 Museums as Part of Networks in Digital Culture ...........ccccceevieniiiiiiniiniieeseenee, 270
12.2 Concluding Thoughts: Contributions and Future Directions ............coccovevriverieeniennenn. 274
APPEIAICES ...ttt bttt b b h e R et Rt R e bt e bt e nhe e ean e e b be e beenreenrne s
APPENdix 1: ADDIEVIALION .....civiiiiiiiiieiiisteeie sttt sre e 278
Appendix 2: Method MELTICS ......ueiviiiiiiiiiiiieie et 280
Appendix 3: A List of the Secondary Data Analysed...........cccoeeriiiiiniiniiiiicne e 284
Appendix 4: INterVIEW THEIMES .......civiiiiieeie i 321
Appendix 5: A List Of INtEIVIEWEES ....c.vviveeiiiiiiieiieiieie e 324
Appendix 6: Information SHEEt...........cccuiiiiiiiiiiii e 326
Appendix 7: Informed Consent FOIm ...........ooviviiiiiiiinic e 328
Appendix 8: Analytical Framework for Communication and Learning Approaches........... 329
BibDLIOGIraphiy ........oooiii e

12



List of Figures

Figure 2.1 The evolution of in-gallery digital interactivity..........ccccoeereeririiiniiieieenee e 25
Figure 2.2 The theoretical framework adapted from activity theory .........c.ccecvriiiiiieiic i, 39
Figure 2.3 The relation of the theories adopted ..........covviiiiiiiiiii e 50
Figure 3.1 EAUCAtion thEOTIES .........cciiiiiiiiiiiieie et 62
Figure 4.1 Actor-Network map of the MIMCA .........cooooiiiiiiii e 91
Figure 5.1 Actor-Network map of the MIMCA .........cooiiiiiiiiice e 100
Figure 5.2 Digital Information Display at the MMCA Seoul ..........ccooiiiiiiiiiiiniiieeeeee 113
Figure 5.3 The Tag Cloud service presenting visitors’ thoughts..........cccccoviviieiiininnene e 114

Figure 5.4 MMCA Friends providing its members with diverse activities to explore the MMCA .... 115

Figure 5.5 MMCA children’s museum in 2014, showing visitor activity visualised with digital

EECHNOLOZY vttt r s 117
Figure 5.6 MMCA children’s museum in 2016, projecting pictures of visitors’ collection next to the

MMCA cOllECtiON PIOJECTION ...uvveuriiieieisresiee st sree st sr e sr e re s sresreene e 118
Figure 5.7 An art appreciation class using a tag cloud system to share participants’ thoughts........... 119
Figure 5.8 An artist-led workshop where participants learn new media art from real practice .......... 119
Figure 5.9 A family game event that allows everyone to participate ...........c.ceeereerenerieenenenieeneennns 120
Figure 5.10 A workshop for pupils in the Art Fab Lab is more likely a lecture-type.........cccccevvennene 122
Figure 6.1 Actor-Network map of the NMK .........cociiiiiiiiiii e 128
Figure 6.2 Orientation space of the NIMK ..........ccooiiiiiiiiii e 141
Figure 6.3 A kiosk and its game that is intended to encourage visitors to have interests and fun on

Korean culture heritage by actiVities ..........covuiiiiiiiiiiiiiiiesie e 142
Figure 6.4 The AR Curator application showing the detail of museum objects ..........cc.cccovvrivrrrrnene 143
Figure 6.5 Digital exhibits in the exhibition ‘People Lost in Nature’...........cccoceviiiiiiiiienicnienne 146

Figure 6.6 A digital exhibit from ‘Land of Hunters’ in the exhibition ‘Find a Rabbit of Wisdom”’.... 146

Figure 6.7 The Smart Curator programme adopting mini-lecture-type learning by minimising the role

of digital technology to deliver fixed CONteNt ...........cccveierieiiiiiie e 148
Figure 6.8 The NMK multimedia guide conveying knowledge from the museum to users................ 149
Figure 6.9 The Oegyujanggak Uigwe website delivering predetermined knowledge ...........cccceveeee. 152
Figure 6.10 Online games of the NMK aiming users to find right anSwers ............cccocovevvninienene 153
Figure 7.1 Actor-Network map of the GSM ........ccoiiiiiiiiiii s 157
Figure 7.2 Orientation space 0f the GSM .........ccooiiiiiiiiiiie s 168
Figure 7.3 A puzzle of the kiosk at the GSM ..ot s 168
Figure 7.4 Digital exhibits in the DNA exhibition that convey knowledge as factual........................ 170
Figure 7.5 Digital exhibit where visitors consume hologram technology ............cccccevvvviieniiiiiienenn. 171

13



Figure 7.6 Digital exhibit introducing a life in future; visitors can only watch it........cc.ccoevviviiernene. 171

Figure 7.7 The Idea Factory at the GSM being separated into several specialised rooms.................. 173
Figure 7.8 The online games of the GSM, designed to link to the school curriculum...........c..ccco..... 176
Figure 8.1 Actor-Network map of the Tate ........cccoiiiieiiiieee s 183

Figure 8.2 Digital Drawing Bar, in which visitors can draw what they want and can share it with

encounter at Tate MOdEIM........cccueiiiiiiiiii i 196
Figure 8.4 Tate Kids provides diverse activities that children can do, such as games...............c........ 202
Figure 9.1 Actor-Network map of the BM........c.coooiiiiiiii e 206
Figure 9.2 Digital signage - “What's 0N’ ........ccoiiiiiiiiiie e 217

Figure 9.3 A virtual autopsy exhibit where visitors can find out details on CT images of a mummy 219

Figure 9.4 Egyptian photo booth programme where participants creatively present their experience221

Figure 9.5 The family guide of the BM asking users’ thoughts...........cccccceiiiiiiiiiiiiiiiiicneniee 223
Figure 9.6 Time Explorer, a simulation type of game for children............cccccooiiiiiiiiiiiniice 226
Figure 10.1 Actor-Network map of the SML.........cccooiiiiiii e 230

Figure 10.2 Digital signage, ‘What's on’, which conveys information on activities at the SML ....... 240
Figure 10.3 The Worm Wall, which shows a selection of visitors’ comments.............ccocvervrerreernenne 241
Figure 10.4 A digital exhibit, DNA profiling with the three bears, as an example of game-like

apProaches Dased 01N @ STOTY .....ccviiriiieiiiiiiie st r e e nenre e 242
Figure 10.5 Rugged Rovers, an example of game-like approaches............ccooveveiiiiininieiiiicicnee 243
Figure 10.6 Flat, round digital tables in the “Who am I gallery?’, which encourage social activities 244

Figure 10.7 A digital exhibit in the Antenna gallery where visitors can vote or write comments on a

Figure 11.2 Activity triangle that describes the dynamic components in the development of digital

TTIUSEUITE PTOJECES +uvteutietiiitiesieeesteesteesteesieesteesaeessbe et e e beesbeesbeeabeeabeeesbeenbeenbeesbeesanesnneanneenns 268

14



Chapter 1 - Introduction

1.1 Research Background and Context

We are living in a digital age, and our behaviour and experience cannot be isolated from digital
technology. The museum profession and museum visitors’ experiences have both been influenced by
digital culture. We can find various types of museum practice in which digital technology has been
embraced, for example, from emerging museum websites in the mid-1990s to launching museum
mobile applications today. The employment of automation technology in museums in North America
and the UK has allowed museum practitioners to manage collections since the early 1960s (Jones-
Garmil 1997), while more recently, digital technology has provided further opportunities for the
public to enrich their museum experience. Moreover, there are several active international conferences
and museum professional groups concerned with exchanging recent digital museum projects, or with
discussing new research findings with other museum practitioners, researchers or technology
developers. Given these developments, digital interpretation in and beyond museums has become a

widely-recognised issue.

Digital museum projects are positioned in a boundary between digital sectors and the museum field.
Thus, studies on digital museum projects have been made in various academic discourses. Research
from computer science and engineering fields has addressed the technological aspects of the projects,
for instance, introducing new technologies and applications for digital interpretation and for digitising
museums’ collections and cultural heritage (see, for example, the conference proceedings of the
international Digital Cultural Heritage conference'). Researchers and museum practitioners whose
works are based on informal learning have investigated the learning outcomes and the impact of
digital interpretations on learning and museum experience (see, for instance, Baek 2007; Hsi 2003;
Gammon & Burch 2008; Drotner et al. 2008; Meisner et al. 2007; Kang 2011a and among many
others).

Most of the research dealt with individual projects as a case study, however, and only a few studies
have looked at the holistic contexts of digital museum projects by addressing social or individual
factors, for instance, policy, funding, and museum practitioners’ perspective on digital tools that affect
the development of digital projects (Knell 2003; Kéfi & Pallud 2011; Camarero et al. 2011). Therefore,
there remains an open question as how to investigate the stories of the development of digital museum
projects; particularly linking social factors to the individual factors of museum practitioners. This is

one of contributions of my research.

1 http://dch2017.net [Accessed 21 August 2017].
15



This PhD considers the relationship of museums with other actors, and how this has influenced digital
museum projects. In contrast, the original focus of my research was on the role digital resources
developed by museums to facilitate visitor interpretation play in visitor museum experience. So, it is
worth briefly explaining why my research direction changed, to provide background and context for

what follows.

First, my working experience in various museum projects, mostly planning exhibitions for museums,
and my academic background in computer science and engineering prepared me for research interests
about how digital technology can foster museum experience. Before embarking on this PhD, I worked
for three years as a curator at a Children’s Museum near Seoul, in the Republic of Korea (hereafter
Korea). During that period, I planned and managed permanent and temporary exhibition projects and
relevant education programmes. I was involved in the development of various types of digital exhibits
for children and family visitors through a collaborative process with an in-house designer and external
exhibit fabrication firms. In some cases, such as an exhibition about multicultural communities,
children and their families also participated in the exhibition development process. This experience
particularly influenced my perspective on museum learning based on a sociocultural learning
approach that considers visitors’ various cultural and social backgrounds. I return to this learning

approach and discuss it further in Chapter 3.

On the other hand, I encountered various issues with developing and managing the digital exhibits;
exhibit fabrication firms struggled to implement ideas that needed to employ new digital technology,
and as a museum practitioner there was a lack of opportunities to develop my expertise in digital
museum practice in Korea. Fortunately, I had opportunities to visit many museums in the USA,
Western Europe and Asia for benchmarking. The museums I visited included not only children’s
museums but also art museums and science museums (and science centres). From the experience, |
could observe diverse types of digital museum projects, and could discuss them with the museum
practitioners working at the museums. In so doing, my research interests on how digital technology

can be harnessed to foster visitor museum experience gradually emerged.

Since the beginning of my PhD research, I attempted to discover how digital technology has
influenced museum experience. First, | reviewed what components affect museum experiences. | then
examined how digital technology has historically been embraced by museums in terms of
interpretation tools, digital collections, Information and Communications Technology (ICT) for
learning activities and social media. Yet, after reviewing relevant research papers, and thinking about
the reasons for the lack of well-designed digital recourses/interpretation/learning programmes in
Korean museums, I came to realise that I needed to study the networks of the museums and digital

technology to understand this apparent lack of focus on the digitally facilitated visitor experience on
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the part of Korean museums. This is despite the fact that Korea is recognised as one of the leading
countries in digital technology, producing pioneering digital devices and providing well-developed
digital infrastructure, such as network systems, and investing in the development of digital content
and technology at government level.?2 Moreover, many Koreans are familiar with using digital devices,

such as smartphones, and Korean pupils have a relatively high digital literacy (OECD 2011).

Despite the strong will of the Korean government to extend digital culture across the nation, there is
less discussion at the levels of museum policy, academic research and museum practice about how to
embrace digital technology for the public in Korean museums. Bae (2007) points out that one of the
reasons several digital projects in Korean culture sectors have failed is the lack of a systematic design.
Lee (2012) proposes a collaborative process among Korean museums, libraries and archives to
integrate cultural heritage information in a digital way. However, through this PhD project, I argue
that it is necessary to embrace digital culture in museums to change not only museum policy and
museum institutional factors, but also the mindset, attitudes and perspectives of individual museum
practitioners towards digital culture. Thus, the collective and the individual should be considered

together to understand why and how digital museum practices have been shaped in a certain way.

The situation around embracing digital culture in UK museums seems to have emerged differently
compared with the Korean cases. Although support from the UK government is a significant factor,
there have been greater efforts at the museum institutional level as well as the museum practitioners’
individual level. For instance, some UK museums have recently formed and extended their own
digital departments. Digital has become normative within the organisational structures and strategies
of the museums (Parry 2013). Therefore, my research interests developed into investigating the roles
of the newly-established departments and how they interact with other departments and museum
practitioners. Moreover, there are various seminars, workshops and conferences concerning digital
culture, digital heritage and digital humanities organised by UK museums, museum professional
bodies and universities. Through these events, individual museum practitioners who are interested in
digital culture can meet other practitioners working on digital projects. Linking and networking
people are significant functions of these events and attending social events strengthens and stabilises
the professional identity of the individuals as digital museum experts. By attending these events, my
research interests further developed to investigate how museums and museum practitioners work with
external actors (including the public), what their roles are, and how they impact digital museum

projects. Thus, I decided to change the direction of my research to investigate the relationship of

2 For example, the Korean Government recently legislated a special law to encourage the research and
development of ICT (MSIP 2014b) and form a ‘digital contents fund’ that supports individual content creators and
companies who specialise in developing digital content using digital technology such as computer graphics and
virtual reality, and that supports the establishment of Digital Contents Korea Labs across the nation (MSIP 2014b).
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Korean museums with other actors in a digital age and compare them with the UK museums and

relationships.

There are several reasons why I chose to compare Korean national museums with those of the UK
(see Section 4.1.2 for further detail). First, Korean culture policy-makers tend to refer to UK cultural
policies as good examples, and many Korean museum professionals visit UK museums for
benchmarking. Moreover, the role of government is important in both Korean and UK museum policy
and funding, although the government-museum relationship and the extent to which government
affects museum practices differ between the two countries. In short, Korean national museums as
government organisations have a much stronger relationship with their government in terms of
museum management (Lee 2002; Yang 2002a; Park 2012b). National museums in the UK, which are
non-government bodies and operated based on the government’s arm-length principle, are more
independent and less affected by their government in terms of museum practices (Kawashima 1997).
However, the museums in both countries tend to implement new museology that places the public at
the centre of museum practices (Baek 2005; Kang 2011b; McCall and Gray 2014). Therefore, in this
study, I examine the power relationship between government, museums (and museum practitioners)

and the public in the national museums of the two countries.

At the beginning of the study, I consider US national museums also, because Korean museum
practitioners often visit US museums for benchmarking and invite US museum professionals to
exchange knowledge on museum practices. National museums in the US could form a part of the
network of Korean museums, as discussed in the Korean cases in this research (see Sections 5.4.1.2,
6.4.2.1 and 7.4.3). However, the US museums, whose budgets mostly come from commercial/private
funders, have a very different relationship with their government. Thus, I selected UK museums for
comparison because one of my research interests is understanding the influence of government on

museum practices in a digital age (Research Questionl1-1).

My analysis of changes in museums, their actors, their relationship within digital culture, and my
exploration of how these have impacted on museum practices are distinctive and innovative features
of the project. My research aims to understand not only the effect of the collective but also of
individual museum practitioners. This is because I regard a museum to be not only an institution
regulated by systems but also a network developing its context by interacting and disputing with other
actors. Therefore, networking of all the relevant actors who influence digital museum projects is
considered significant in this research. Furthermore, I consider that the network directly or indirectly
affects the underpinning communication and learning approaches of digital museum projects. Thus,

this research contributes to rethinking the pedagogical roles of digital technology in projects.
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This type of research has not been done in Korea before, nor in the UK. The comparative element is
also unique. I expect this comparative study to benefit both countries because they have unique
characteristics: Korea is digitally and technologically enhanced, and the UK has generally been
considered as having well-developed cultural sectors and creative industries. Korean museums can
learn from this research how to empower museum practitioners, and why this is particularly important
regarding digital culture. Museums in the UK can see how secure funding from the government can
have positive or negative effects on museum practices. They can reconsider their network with the
government and/or commercial sponsors. Moreover, both countries can learn how the public as actors
can be empowered by digital technology, and why this is significant for museums in a contemporary
society relating to new museology. Additionally, the comparison of the museum networks of the two
countries contributes to the emerging Asian museology and Asian museum studies (Sonoda 2016).
This contribution is based on the theoretical frameworks I developed that are based on social theory
(e.g. Actor-Network theory) and museology, which are mainly discussed and developed by Western
researchers. However, these frameworks might not be well suited for analysing and interpreting the
data I collected from Korean museums. By addressing issues regarding this theoretical perspective,
the research potentially incorporates non-Western perspectives on museums and their networks with

other actors.
1.2 Research Questions

The overarching question that my study explores is: How have museums, as part of the network of
digital culture, interconnected with other actors? I divided this question into three research questions,
as presented below. Research Question 1 and its subsidiaries investigate the network of actors behind
museums using digital culture. Research Question 2 and its subsidiaries consider the perspective of
museum practice. Research Question 2-2, in particular, examines the underpinning communication
and learning approaches of digital museum projects, helping me answer and understand the reasons
digital projects in Korean museums seem to take a school-like approach, despite the employment of
innovative cutting-edge digital technology. Research Question 3 synthesises the discussions from
Research Questions 1 and 2 and examines them comparatively. Through these research questions, I
develop my argument on how the relationship of museums with other actors has influenced their
digital projects, and what is necessary for museums and museum practitioners to be active actors. I
particularly focus on the period post-1990 because the internet and personal computers were more
widespread at that time, and museums also launched their first websites in the mid-1990s (Parry 2007).
Therefore, 1 assume that the use of digital technology facing visitors has increased, and internal

organisational change might have been made, since 1990.
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Research Question 1) How do the dynamics between key actors in the museum sector affect the

use of digital technology as a foundation for visitor experience?
This can be broken down into:

o (RQ1-1) What is the impact of government policies promoting personal digital
devices on museums?

o (RQ1-2) How do museums work with government agencies and external actors to
promote the use of digital technology for interpretation?

o (RQ1-3) How do funders' requirements influence digital projects?

o (RQ1-4) What is the balance of influence between government agencies, public and
industry funders for digital museum projects?

Research Question 2) How have museum practices evolved to accommodate digital technology?
This can be broken down into:

o (RQ2-1) What types of digital projects have been developed by museums since 1990?

o (RQ2-2) What communication and learning approaches have been adopted for digital
projects?

o (RQ2-3) What internal organisational changes have been made to deliver digital
projects?

Research Question 3) How do Korean national museums compare with the UK?
This can be broken down into:

o (RQ3-1) How are the networks of Korean national museums with other actors
different from/similar to the UK?

o (RQ3-2) What are the similarities and differences regarding the types of digital
projects developed by the two countries' national museums since 1990?

o (RQ3-3) How are the communication and learning approaches of digital projects in
Korean national museums different from/similar to the UK?

o (RQ3-4) How are the ways that the Korean national museums have made internal
organisational changes in response to digital culture different from/similar to the UK?
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1.3 Definition of Key Terms

Before setting out the structure of the thesis, this section presents the definition of several key terms

used in this research, including museums; digital culture and digital technology; and network.

According to the definition of museums by the International Council of Museums (ICOM), a museum
‘is a non-profit, permanent institution in the service of society and its development, open to the public,
which acquires, conserves, researches, communicates and exhibits the tangible and intangible heritage
of humanity and its environment for the purposes of education, study and enjoyment.’ I have adopted
this definition for this research because it broadly covers the definitions of museums defined by the
UK Museums Association and by the Museum and Art Gallery Support Act in Korea. In so doing, I
have included art museums (art galleries) with collections of works of art as well as museums with

historical and scientific collections of objects. Libraries and archives have been excluded.

Depending on the research subject, some researchers define ‘digital culture’ as having a narrow
meaning concerning online platform culture (Deuze 2006). When the term ‘digital technology’ is used
in a museum context, it is also sometimes defined as specific to technology or media, such as a
handheld guide (Tallon & Walker 2008), digital heritage and computing information (Parry 2007).
However, I consider the word ‘digital’ can stand for a particular way of life of a group or groups of
people (Gere 2009). This is because, relating to activity theory that I adopt as a conceptual framework
for this research (see Section 2.4), employing digital tools in museums means not only changes the
tools but also influences museum practices and the ways to enjoy and interact with museums.
Therefore, digital technology can also refer to a broader concept of being a product of digital culture

(Gere 2009), for example, digital interpretation media, websites and mobile applications.

Finally, ‘network’ in this study is used from the Actor-Network theory point of view, which considers
a society networked with human and non-human actors (see Section 2.3). I was inspired by this

perspective and use it selectively as one of the theories for this research.

1.4 Thesis Structure

This thesis has 12 chapters. In Chapter 1, I outline the background and context of this research and
present the research questions. Chapter 2 and Chapter 3 review existing literature to validate the need
for my research and build a theoretical framework for it. Chapter 2 performs two functions: reviewing
literature about digital museums and demonstrating social network theories. Digital museums are a

rapidly evolving area with the development of digital technology. A section about digital museums in

21



this chapter presents a brief history of digital museums, the distinctive features of digital technology,
the general rationale of the employment of the technology in museums, the benefits and challenges of
this, and a brief explanation about emerging new practices to provide overall views on digital
museums. The social network theories I adopt for this research, Actor-Network theory, activity theory
and communities of practice theory, guided me to answer Research Question 1, in general, and
Research Question 2 and 3. Although these theories were developed in different academic discourses,
they fundamentally view society as complicated and dynamic, rather than pre-structured and static.
This commonality supports a complementary approach I took to examine different aspects of the

networks of museums in a digital age.

In Chapter 3, I discuss new museology and communication and learning theories that might have been
adopted by digital museum projects. These theories are particularly relevant to Research Question 2-2.
I review how museology has evolved from a traditional, old temple-type to a new, forum-style
reflecting postmodern contemporary society, which considers various cultural and social elements that
visitors bring, and views knowledge subjective. I then discuss how a link between the new museology

and communication and learning theories can be made by employing digital technology.

Chapter 4 explains the methodology and methods I chose for this research. First, the reasons I adopted
qualitative multiple case studies are presented. I justify why I chose Korea and the UK, and how I
selected six museums and their digital projects. I explain also the data collection process using three
methods: secondary data, interviews (mainly with museum practitioners) and visual data and the data
analysis process. In addition, the ethical issues I was concerned with throughout the research are

discussed.

The following 6 chapters, 5 to 10, present my analysis of the six case museums. Each case museum is
presented in its own chapter consisting of two parts: identified actors and their network and digital
projects, with an analysis of communication and learning theories. The reason I structured the
chapters in this way is because I attempted to consider each museum from their point of view, and to
find relevant actors by tracing their activities. By doing so, I attempted to keep and understand the

identity of, and the unique context of, each museum.

Chapter 11 brings together the preceding six chapters, and comparatively examines my analysis of the
museums in the two countries. To address Research Question 3, I draw comparisons between the
Korean museums and the UK museums regarding the following findings: the identified key actors and
overall communication and learning theories adopted in digital museum projects. Through the
comparison, | examine similarities and differences among the museums, and the context within and

between the two countries.
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Finally, Chapter 12 concludes the thesis with a short summary of my findings, the limitations of the
research, the contribution this research makes to the existing literature on digital museums, and

practices and directions for future research.
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Chapter 2 - Literature Review and Theoretical Framework (1):

A Way to Understand Museums in a Digital Age

2.1 Introduction

My research investigates how museums, as part of the networks of digital culture, are associated with
other actors. In order to provide an overall background to this research, this chapter begins by
reviewing the literature on museums in a digital age, and then describing the first part of theoretical
framework, which is adopted for understanding the dynamics between key actors who have affected
museum practices in the digital age, and power relationships between them. This is mainly associated
with Research Questions 1, 2-3, 3-1, and 3-4 (see Section 1.2). I adopt three theories: Actor-Network
theory (ANT), activity theory, and communities of practice (CoP) theory. First, [ was inspired by ANT,
which regards society as a complex network of human and non-human actors. Selectively adopting
this theory to examine power relationships between actors enabled me to consider individual museum
practitioners and digital technology as actors at the same level as other social structures. While,
activity theory, which focuses on the viewpoint of human actors (i.e. museum practitioners), will be
used as a conceptual tool to understand the roles of actors and rules, for instance, laws and contracts
with suppliers, which should be followed by human actors. In order to uncover the ways in which
museum practitioners develop their professional skills in terms of digital culture, CoP theory will be
utilised. The theoretical framework takes an overall complementary approach in order to examine

different aspects within the digital networks of museums.

The second part of theoretical framework, which illustrates communication and learning approaches
that could be adopted for museum digital projects, is presented in Chapter 3. This is related to
Research Questions 2-1 and 2-2, and 3-2 and 3-3 (see Section 1.2). In this research, digital museum
projects are seen as the result of continuous negotiations between the actors involved in the projects;
thus, it will be seen how the actors and their perspectives on museums and digital culture have
influenced the communication and learning approaches. In so doing, this looks at how a public-facing
aspect of digital offerings is designed and developed towards new museology that places the public at

the centre of museum practices.

2.2 Museums and Digital Culture

To provide the background for this research, this section will address several aspects of how digital

culture has influenced museum practices to facilitate the visitor experience. First, I will introduce how
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digital practices in museums have evolved and why this has occurred. This section also provides the
distinctive features of digital technology and media in comparison to analogue equivalents.
Furthermore, adopting a digital culture seems to cause changes to work processes and the work skills
expected/required of museum practitioners. By considering digital museum projects as part of the
whole digital networks of museums, we can understand museums in the digital age from a holistic

point of view.

2.2.1 Evolution of Digital Practices in Museums

The employment of digital technology in museums has increased, and Parry and Sawyer (2005) have
analysed the evolution of in-gallery ICT in UK national museums as a six-phase process. Although
my study not only involves in-gallery experiences but also a whole museum’s digital experience,
including online learning, and it focuses on digital projects that have been developed since 1990, their
analysis of the evolution process is still relevant to my study and can aid in understanding the general
trend in digital museum projects from the 1950s to today. The ways in which museums have

embraced digital technology have evolved, as can be seen Figure 2.1, in the categories proposed by

Parry and Sawyer (2005).
museum museum
1. OUTSIDE 4. DISCRETE
(1950s-1960s) @ (1990s)
| gallery m’jf gallery
museum museum
2. SELECTIVELY oo ¥ | 5. INTEGRATED
INSIDE L La g (today)
(1970s) EE+ gallery o
museum museum

3. CONTAINED 6. INNATE
(1980s-1990s) (emerging)
m gallery On-line On-site
- SR A—

Figure 2.1 The evolution of in-gallery digital interactivity
(Parry & Sawyer 2005)

During the first phase from the 1950s to the 1960s, ICT remained outside not only the space of the
gallery but also the museum. However, some pioneering handheld devices that adopted radio systems
and tape-recorded devices were developed at that time. The mobility and personality features of these

devices may have affected approaches to current mobile guides (Tallon 2008).
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ICT peripherally entered museums in the 1970s, but only in relation to certain practices, such as
collections management, documentation and specific research. Since the late 1960s, collections in US
and UK museums have grown extensively due to the changing notion of what museums should collect
in order to reflect social change (Parry 2007). The rapid development of computing research and
industry have made it affordable for museums to adopt computing and data processing systems, which
have enabled museums to organise and manage their collections logically and systematically. Network
systems have also allowed research institutions, including museums, to exchange their resources more
efficiently than ever before. The important role of museums as educational institutions has been
emphasised since the late 1960s, and providing access to the rich collections and resources of
museums for public learning purposes has become one of their core roles (ibid.). Consequently, how
to digitise collections and establish standards for efficient data sharing have become important issues,
and the subject of research in both the museum sector as well as computer science and information

studies (Keene 1998).

Since the 1980s, the exhibition space has contained ICT, but usually in separate rooms to the museum
collections; for example, the Micro Gallery at the National Gallery, London. In the 1990s, ICT began
to be presented within galleries as stand-alone interactive devices, such as a kiosk. This new type of
digital exhibit sometimes had a connection with the collections displayed. Increases in this type of
display have been associated with the emergence and extension of science centres, which encourage
young visitors’ interest in science through the provision of diverse interactive exhibits (Allison-
Bunnell & Schaller 2005). However, in many cases, these devices remained both physically and
conceptually disconnected from their surroundings. In parallel, there was a rapid development in
online applications following the launch of the World Wide Web to the public in the mid-to-late 1990s,

and subsequently, many museums launched their first websites.

Today, digital media is more physically integrated with the content of exhibitions and sometimes
enables a dialogue between the on-site and online museums. The later phase to emerge is where
digital media is conceived during the initial design of exhibitions to provide an interpretation strategy,
significantly shaping the exhibition space. Digital media is now placed at the centre, rather than as an
‘add-on’ feature, and creates an immersive environment for visitors to be engaged with in a familiar

form.

Finally, digital media has been hidden from view, as it has become an integral element of the gallery
environment. Parry and Sawyer (2005) provide examples of this situation, such as the projectors for
the Imperial War Museum North’s ‘Big Picture’, the Digitopolis exhibition at the Science Museum,

London, and a digital table in the Cabinet War Rooms, the Churchill Museum.
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More recently, when considering online offerings, for example, digital games, crowdsourcing projects,
and social media in museum settings, these seem to extend the boundaries of museums further into the
digital world. The digital presence, such as 3D models of museum objects, even offers opportunities
to recreate physical things and lead building new relationships between the digital and real world. For
instance, Pokémon Go, one of the most successful mobile application games based on Augmented
Reality (AR) technology, shows that a digital offering has potential to approach the public in different

ways and to attract them into museums (Sullivan 2016).

Additionally, digital offerings are expected to attract young people who are familiar with digital
culture. The younger generation are defined as ‘digital natives’, as they have used digital technology,
such as the internet, computers and mobiles, from an early age, and have unconsciously integrated
them into their daily lives (Prensky 2001). Based on this understanding, some educational researchers
have argued the necessity of new pedagogies for digital natives, instead of traditional methods;
however, others claim that there is not enough evidence to support the identification of distinctive
characteristics between ‘digital natives’ and others (Bennett et al. 2008). Even though it remains
uncertain as to how ‘digital natives’ are different from other generations, there is an undoubted
challenge for educators to understand the change of educational approaches for young students in
order to harness the benefits from technological innovations. Museums as educational institutions are
expected to respond to this situation, and a game-like approach might be one of the pathways that
museums consider in the digital culture. I further discuss the game-like approach in terms of its

perspective on learning in Chapter 3.

Moreover, digital technology has been recently highlighted as an essential skill for the younger
generation, and digital literacy means not only consuming digital technology, but also creating content
and communicating by using digital technology (Hague & Williamson 2009). This is considered
especially important for participation in the digital world (Hague & Williamson 2009; McShane 2011),
and museums tend to perceive this as an opportunity to provide digital learning sessions that offer

young visitors the chance to explore the museum collections via digital technology.

The study of Parry and Sawyer (2005) only analysed UK examples, and the papers I refer to here were
written by Western researchers, which may be different to Korean cases, but no historical review of
Korean museums’ digital projects could be located. The general trend and phenomenon to employ
digital technology within museums could be similar in both countries, while potential differences also
can be anticipated, owing to cultural and social differences of the two countries. Therefore, ANT,
activity theory and CoP theory as a theoretical framework will guide me to uncover how the digital
networks of museums has been constructed, who the actors are, and how they have influenced

museums digital practices.
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In summary, the important point that Parry and Sawyer (2005) highlight is that digital exhibits should
be intertwined with other physical elements of galleries and the space within them, not simply an add-
on element. The function of digital elements is maximised when their boundary is extended into the
online space for additional connections. This could contribute to linking museum visitors’ experiences
to their ordinary life beyond the museum walls. I investigate how digital technology facilitates
building this link by analysing the communication and learning approaches of digital museum projects

(Research Question 2-2).

2.2.1.1 Digital Art

The art museums chosen for this research are dedicated to modern and contemporary art works (see
Chapter 4 for the selection of case museums). Although my research interest is in digital interpretative
media rather than art media itself, it is worthwhile introducing digital art as part of contemporary art
because its distinctive features have resulted in the involvement of different actors. In this section, the
definition and categories of digital art will be explained, and the relationship digital artists have with

other actors will be examined.

Digital art is an umbrella term that covers a broad range of artistic works and practices (Paul 2015).
Paul (2015) categorises digital art into two forms, with the first using digital technology as a tool for
the creation of more traditional art works, such as a photograph, print or sculpture, and the second
using digital technology as a medium. The latter form is commonly understood as ‘new media art’,
and takes various forms, for example, installations, film, video and animation, internet art and
networked art, software art, virtual reality, and sound art (Paul 2015). The boundaries of digital art are
continuing to extend, with the further development of digital technology (Paul 2015).

It is obvious that the history and evolution of digital art is associated with the history of science and
technology (Paul 2015). Early experimentation of the artistic application of computing systems was
led and conducted by universities and at the research centres of large companies, such as Bell
Laboratories (Wands 2006, pp.24-25). Moreover, digital art was mostly exhibited at conferences,
festivals, and symposia devoted to technology or electronic media, and it was perceived as peripheral
in the art world until the late 1990s (Paul 2015). Paul notes that digital art ‘collapses boundaries
between disciplines — art, science, technology, and design — and that originates in various fields,

including research-and-development labs and academia’ (Paul 2015, pp.21-22).

The characteristics of artists who create digital art also differ from traditional artists; some are
computer programmers who can use code to create their work, while others collaborate with
programmers and engineers as a team to realise their works (Wands 2006). The complex collaboration
process of digital artists with computer programmers, engineers, scientists, and designers is easily

founded (Paul 2015). These artists commonly have an understanding of digital tools, as well as a high
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level of technical knowledge, and possess the technological curiosity to create artworks using new

tools and techniques (Wands 2006).

Digital art and digital artists are positioned between art and digital technology, and in Chapters 5 and
8, the ways that art museums have introduced digital culture through digital art will be further

investigated.

The section above explained how and why museums have embraced digital technology, which is now
involved in every museum practice, from collection management to exhibitions, learning programmes
and marketing. However, museums still seem to struggle to embrace technology as expected, and so it
may be helpful to consider the fundamental differences between digital technology to analogue

methods.

2.2.2 Distinct Features of Digital Technology

Negroponte (1995) stated that computing is now not about computers but about living. Digital media
has changed our daily lives as a result of several distinct features of digital technology. A
fundamental aspect is that because digital items exist numerically, they can be programmable,
algorithmic and automated (Manovich 2001; Miller 2011). Digital technology allows data to be
calculated and facilitates automatic functions in response to pre-encoded programmes. The
information obtained from digital systems already exists in databases where data is structured
systematically, and the stored data is retrieved in meaningful ways when demanded by a user. This
automatic system allows us to be a unique individual (Negroponte 1995), and consequently, we can

now access more personalised services via digital media.

This programmable feature is also associated with interactivity, which Miller (2011) noted is a
widely used term to describe digital media but is difficult to define. According to Miller, it is generally
defined as ‘responsiveness’, referring to the ability of media to respond to a preference, need or
activity of a user. Manovich (2001) argues that ‘interactivity’ is the most basic fact about computers
and denies that it is a feature of digital media because previous media could also respond and interact
with a user, promoting them to do some sort of work. Therefore, it may be more articulate to define
‘interactivity’ as a capacity that allows users to add value and revise existing content, rather than only
responding to it (Lister et al. 2009). For example, when using social media, we can express our
thoughts and ideas, such as by posting something or leaving our own comments on existing posts, or
simply by clicking the ‘like’ button. Thus, ‘interactivity’ is not just scrolling down computer (or
mobile) screens; this feature allows users to actively participate in society by having the opportunity
to express their thoughts. The way in which museums understand ‘interactivity’ may affect the

communication and learning approaches of digital museum projects. When museums only consider
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interactivity as ‘responsiveness’ then the role of digital media may be minimised to react to input
based on the behaviourism point of view; I will come back to this in Chapter 3, when communication

and learning theories are described.

Being digital, in theory, allows unlimited copies and the manipulation of originals without any
damage to them (Manovich 2001; Miller 2011). This feature can provide further opportunities for
museums to share resources via networks and to allow everyone to remix and reuse digital material
infinitely (ICOM 1996). Different media, such as text, images and video, can also be combined as
digital content and later be deconstructed relatively easily. This makes digital media dynamic, and
enables museums to cater for visitors who have different demands and expectations, as multiple

resources and various interpretations of museums objects can be offering concurrently (Tallon 2008).

Poster (1995) examined the internet model (new media) in terms of its communication approach.
While a message is sent hierarchically from the top level to the bottom within the broadcast model
(old media), the internet model is less hierarchical, and networks between senders and receivers
enables two-way communication. In this manner, the audience is considered to be more active and can
afford to participate in building the network. Moreover, this model causes the blurring of producers
and consumers, and as a result, anyone can now be a producer via his/her personal media, as well as a
consumer. This point of view will be linked to the communication approaches of digital museum
projects when discussing how museums consider the public. When museums harness and highlight
this aspect of digital media within their digital projects, the projects may offer an opportunity for the

public to present their ideas and share them with others.

The hypertextual structure of digital media also allows users to explore and choose content in any
order (Miller 2011). Digital content exists like a node and is linked to other nodes; thus, via this
structure, digital content can take various non-linear paths. For example, a mobile guide allows
visitors to control the interface and choose what they want to know and learn. Instead of following a
pre-structured guided tour, visitors can construct their own experience and learning in a self-directed

manner using a digital device (Falk & Dierking 2008; Gammon & Burch 2008).

In summary, the distinctive features of digital media, such as digital, networks, interactivity,
hypertextual, automated and use of databases, provides users with more choice to explore content and
express their thoughts. Using digital media, which is characteristically much more horizontal than
analogue alternatives, with multiple choices, means that more diverse stories and ideas from different
points of view can be shared. In other words, digital technology can be harnessed to make the various
voices of the public heard in museum practices more than ever before. Thus, this is not only about the
change in media, but also the change in direction of society and museums. The methods by which

digital technology can facilitate the diverse public interpretations are further discussed in Chapter 3,
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along with communication and learning approaches, particularly a cultural approach to

communication, social constructivism and a sociocultural approach to learning and critical pedagogy.

2.2.3 New Practices and New Actors

Developing digital museum projects does not only require an additional process to implement it in
practice, but also needs new human actors with the skills to apply the technology (Keene 1998). This
can be accomplished by employing people with specific skills, outsourcing technical tasks to an IT
services company, or be provided by a local authority or other umbrella organisation. Although
museums may decide to outsource the task, they still need people to communicate with the contractor
and make decisions concerning what is required (ibid.). Consequently, new jobs, such as digital

managers, have emerged within the museum sector.

This new practice causes another issue, which is that developing digital projects requires the various
stakeholders, for example, curators, digital experts, designers, educators, the public, etc., to work
together. This collaborative working process may be not linear but instead, dynamic and complicated
in order to negotiate the various requirements. Curators, who have specialist knowledge of collections
and subject matters are expected to work as a member of team with those who have expertise in
digital production (Keene 1998). Developing digital projects is an interdisciplinary area where diverse
points of views can and should be encompassed. Therefore, open-minded museum practitioners with a
variety of backgrounds may be required, and a collaborative working environment should be

encouraged.

However, there is a gap between this anticipated change and real practice. There may be difficulties to
fulfil the expected collaborative work processes due to constant conflict among the various
stakeholders. Therefore, it is crucial to understand the ways in which the various actors within digital
museum projects interconnect in order to obtain a holistic understanding of museums and digital
culture. ANT, activity theory, and CoP theory are adopted as the theoretical framework for this
research to aid investigation into this issue. The following sections will discuss the theories, starting

with ANT.

2.3 Actor-Network Theory

Museums and museum practices might be shaped by the society or government under which they
operate (Bennett 1995; West & Smith 2005; Fyfe 2006; Newman 2013). In particular, national
museums have a tendency to come under pressure from the government, thus, it is necessary to

investigate government policies and societal culture in order to understand museums within macro
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society. Museums as an active actor are developing in their context by interacting and disputing with
other actors (Lavine & Karp 1991). Therefore, it is also essential to investigate museum practitioners’
context and efforts in order to understand the point of view of museums as an active actor who is
willing to produce and present their voice. I was inspired by ANT, which suggests a link between
social structure and agency. This theory is selectively adopted to consider the power relationship
between actors of museums in a digital age. However, the theory does not provide a conceptual tool
that can be used to analyse the centrality of state actors or the hierarchical process of policy-making. 1

discuss this limitation later in this section.

The aim of ANT is to describe ‘how’ relationships collectively assemble, while classical social theory
attempts to explain ‘why’ something happens within a pre-structured society (Law 2009). In other
words, in order to explain what has happened, ANT applies a bottom-up approach, using empirical
case studies rather than starting with assumptions (Law 1992). ANT is particularly useful to describe
situations where innovations grow, where works and group boundaries are unclear, and when the

range of entities to be considered alters continuously (Latour 2005, p.11).

This research, which investigates how digital museum projects have been dynamically developed,
does not begin with the assumption that museums are set in a certain social structure. Instead,
museums are perceived as various networked associations. For example, it is not assumed that the
power of government influences national museums, yet a government could be approached and
uncovered as an actor by tracing the actors who have been involved in the development process of a
museum’s digital projects. Moreover, embracing digital technology in museum practices is still a
growing area, and digital technology itself has evolved rapidly, with constant negotiation among the
actors involved. The ANT viewpoint is regarded as reliable for understanding dynamic networks that
change with multiple actors and their unstable power relationship in contemporary society (Fenwick
& Edwards 2012b). However, it could also be true that this approach better suits describing Western
society than non-Western societies, although recent Korean research has adopted ANT (Hong 2010). I

return to this issue below.

ANT emerged in the early 1980s and was proposed by sociology of science and technology
researchers (Latour 2005). It is now widely applied in various academic discourses, including
sociology, technology, feminism, cultural geography, organisation and management, environmental
planning, health care, and education (Fenwick & Edwards 2012b). In museum studies, relating to my
research, Kéfi and Pallud (2011) investigated the role of ICT in cultural mediation in French museums
from the ANT perspective. Their findings revealed that museums tend to employ ICT as content-
driven mediation where the curator’s authoritative view on objects and collections is dominant,

instead, harnessing it as visitor-orientated one where enjoyable experience for visitors is offered. They
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also highlight the necessity and importance of rethinking about ICT and improving understanding of

its potential in museums.

In the following subsections, the concept of the actor in ANT will be explained and how this is
adopted in this research. In addition, the translation, the process of building a network, which was
developed by Callon (1986), will be described. This will deal with how different human and non-
human entities are assembled, and obtain and lose power over time. By so doing, this theory enables

me to examine power relationships between actors.

2.3.1 The Actor in ANT

An actor in ANT terminology is not limited to a human being (Callon & Latour 1981). The only
criterion needed in order to be classed as an actor is that an actor must bend the space around them to
represent their power and boundary, make other elements dependent upon them, and translate their
will into a language of its own (Callon & Latour 1981; Latour 2005). In order to be recognised as an

actor by ANT, an entity’s endeavour to interact with others to achieving its goals should be identified.

ANT seeks to place each of the entities on a level field, where a macro actor is viewed as no larger
than a micro actor (Latour 2005). For classical socialists, macro forces such as social systems
determine the actions of individual micro actors. Yet, ANT ignores the predetermined social structure
and social order, which can control the action of individual actors (Latour 2005; Law 1992). ANT
makes macro actors easy to analyse in ‘flat ontology’ by considering them as the same level as micro
actors, and having as much power to construct networks with other actors (Callon & Latour 1981).
This does not mean that the power structure of macro and micro actors, such as class and nation state,
is not real and does not exist (Law 2000), but ANT denotes that they offer no framework for the

explanation of complicated societies.

Furthermore, ANT is against the dualistic framework that separates human and nature (Latour 2005;
Law 1992). It clearly states that heterogeneous actors are networked. Heterogeneous actors can
include a human, an organisation or even an object, and it is a key principle within ANT that analyses
that human actors are not treated any differently from nonhumans, called ‘symmetry’ (Latour 1987).
Through this principle, each entity should be addressed as equally having agency and analysed with
the same terms. Thus, non-human entities, such as objects and technology, which are usually excluded
from being an actor in classical sociology theory, can be an actor in ANT. This perspective may be
more appropriate than classical sociology theory to explain contemporary society, where non-human
entities, such as technology and tools, have mediated and shaped human behaviours. In addition, the

emphasis on artefacts and mediation is one of commodities within post-cognitive theories (Kaptelinin
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& Nardi 2006, pp.195-236). This is an important point that links ANT to activity theory, which is also

adopted as part of the theoretical framework and is discussed in Section 2.4.

An actor in ANT is a network, which means that an actor has a relational effect on interrelations
between other actors (Law 1992). The distinction between large and small actors is also a relational
effect (Law 2009), and an actor only can be seen through the process of order making via constant
negotiation and resistance to other actors. If there is no continuous interaction with other actors, then
an actor is no longer an actor in the network. Thus, in ANT, tracing the changing network of an actor
is only one way to define an actor (Latour 2005). Considering a museum as an actor, it has an effect
on heterogeneous actors, for example, museum objects, museum practitioners, visitors, spaces and so
on, which have been assembled in a certain way and are continuously interacting with other actors so

that the network can be altered at any time.

In fact, a society and organisation that appears stable is in reality a place of resistance that is subject to
change (Law 1992). It is always in a constant process of negotiation with other entities, and a network
is liable to break down or makes off on its own (Law 1992). In other words, when one of the
associated actors resists the existing order and attempts to build a new identity, negotiation between
actors is required or the network might break down. For instance, when museum visitors want to
make a new relationship with museums by making their voices louder, it is necessary for museums to

reconsider their identity.

In employing ANT in this research, I am considering digital technology as an actor who has its own
voice, life and characteristics, and who intends to extend its boundary. For example, internet
technology has evolved and affected museum practice further since the mid-1990s. Recently
developed mobile technology has expanded more into our daily lives, and is simultaneously
associated with other actors. By embracing digital technology in museums, the concept of museums
has also been enlarged; for instance, virtual museums available on the web without any physical
collections, and museum practices have been developed in a variety of ways. New jobs, such as digital
managers, have emerged within museums, and I trace the association and network changes among
actors based on ANT in order to understand museums and digital culture. To accomplish this, it is

helpful to understand the way a network is created.

2.3.2 Translation: The Process of Network Making

Describing a network among actors is the most significant concept when applying the ANT (Latour
2005). Following an actor makes it possible to see how it constructs and deconstructs a network with

other actors, and how the power and relationships change within a specific setting. Callon (1986)
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proposes four steps for the process of ‘translation’ in making a network, problematisation,

interessement, enrolment and mobilisation, although in reality, these steps can overlap.

The first step of translation is problematisation. In this step, an actor attempting to construct a new
network aims to disturb a previous network by addressing problems within it. The identities of entities
are defined, and the goals and tendency of each actor are recognised. This means every actor might
have different concerns and priorities within the same problem situation because ANT accepts the
plurality of a view. Therefore, in order to achieve what each actor wants, it is necessary for them to
work collectively. The obligatory passage point (OPP) is the point of access into this collective action.
A focal actor brings all the other actors to pass through an OPP, and all actors have to agree this point
to achieve their own goals. For example, in my research, developing a digital project in a certain way

can be an OPP, so that the actors involved in the projects achieve their own goals.

In the next step, interessement, the actor attempts to impose and stabilise the identity of the other
entities determined in the first step, by interrupting other potential constructions of associations. In
order to consolidate the relationships among entities, various devices, for example, written reports and
meetings, can be used. Through this process, some identified entities may be incorporated into the
network, while others might not be (Fenwick & Edwards 2012a). In museums, a range of events, for
instance, conferences and seminars, may be planned in order to attract the interest of policy-makers
and museum professionals to a museum’s digital initiative. However, there is a possibility that some
entities, such as the public, may be excluded. The entities that are still involved in a network will have
a voice to present their goals, while omitted entities are no longer able to indicate their interests.
Therefore, only the selected entities can ultimately influence the communication and learning
approaches of digital museum projects. I especially consider how and to what extent the public

participate in the development process of digital projects.

Through multilateral negotiations and resistance, an actor then coordinates and defines a set of
interrelated roles of entities and enrols them into a network. This enrolment step confirms that the
agreement among entities is carried out and is dependent upon transaction, discussion, and consent
without discussion. If the process is successful then the entities become engaged in new identities and
behaviours, and are orientated in particular directions. It is also necessary to note that negotiations are
continued and roles are tested. In the case of museums, funding agreements and contracts with
companies can exemplify this. In some cases, this form of agreement and negotiation between actors
may be less complicated than others, depending on the relationship. For example, if government has

more power than museums, an agreement between the two actors can be easily made.

Finally, in the mobilisation step, the actor becomes the representative who makes it possible to render

other entities mobile. The actor now can present the opinions as a spokesperson for its association,
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while a network persists. Depending on the power relationship between the actors, the spokesperson
can be the government, museum practitioners or the public in this research. However, networks are
not fixed, are fragile, and can always change. When an actor in a network resists the current order,

then a network may change its shape or might be destroyed, unless negotiations succeed.

2.3.2.1 Stable and Durable Networks

Networks that consist of actors can take different forms, and some might be more elastic, tenuous or
long-lasting than others (Fenwick & Edwards 2012a). Strategies for making a more stable translation
can be applied, although every network can be assembled differently (Law 1992). A network which
embodies more durable material than others may last longer and be more stable over time (ibid.); for
example, texts and buildings may be more durable than speech and thoughts. When considering space,
if a network has the possibility to control its entities at a distance, from centre to marginal, then it may
become stronger (ibid.). Finally, the process of network building can be more effective if there is a
repeated pattern, for it can be found and anticipated in the future (ibid.). I investigate what strategies
have been applied by the actors of museums to make their digital networks stable and durable

(Research Question 1 and 2-3).

When a network of actors is in a stable state then the assembled network can be recognised as an actor,
a ‘black box’, until it is unfolded (Latour 1991, p.287). For instance, a museum might be understood
as a black box, a wholly concrete institution, yet when it is unfolded, it is actually a network of
different actors, which are constantly negotiating with each other. Thus, by tracing the relevant actors
within museums, the way they have constructed and deconstructed their networks for digital projects

can be uncovered.

2.3.3 Criticism and Limitations of Actor-Network Theory

There is continuing discussion and criticism of ANT (Law & Hassard 1999; Law 2009). The most
relevant discussion to my research has been made by Miettinen (1999), who proposes that there are
three problems with the generalised symmetry of ANT, while partially agreeing with the significance
of the active nature of artefacts, based on the activity theory point of view. According to Miettinen
(1999), ANT has difficulties in structuring the analysis of a network and selecting the relevant actors,
due to a lack of clear criteria for defining actors. This problem results in the issue of silent actors (e.g.
the public). In empirical case studies, prominent actors, those who speak most loudly, tend to be

selected, while silent actors are hardly recognised.

Moreover, regarding the comparative element of this research, it is doubtful that ANT provides a good
basis for understanding the power relationship in which one actor, such as the government in the

Korean case, has dominated the network of museums. The Korean government has a relatively stable
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relationship with its national museums because the museums are government agencies, which means
most funding for the museums comes from the government and museum practitioners must follow the
rules it sets. In this research, I discuss how the centrality of state actors and this hierarchical
relationship affects museum practices (Research Question 1-1 and 1-4) and, theoretically, contribute

to building Asian museology.

Finally, ANT cannot explain cognitive processes and the intentionality of individual human actors, as
well as the sociocultural aspects that might impact upon human actors. Therefore, it is necessary for
me to consider activity theory, which can address the social and personal contexts of museum
practitioners and lead to the uncovering of hidden and silent actors. However, I will focus more on the
perspective of ANT in order to investigate the power relationship among actors, rather than activity

theory.

2.4 Activity Theory

Activity theory is a conceptual and cross-disciplinary framework that aims to understand the unity of
consciousness and activity of people on both an individual and social level at the same time (Kuutti
1996; Nardi 1996a; Kaptelinin & Nardi 2006). Activity theory, cultural psychology, has been mainly
developed in northern Europe by those who hold the Soviet psychologists’ point of view regarding
human cognition (Leontiev 1978; Vygotsky 1978). Unlike cognitive psychological approaches, which
see the human mind as an individual’s cognitive process, activity theorists fundamentally argue that
consciousness is not a set of discrete disembodied, cognitive acts, and cannot be entirely explained by
understanding an individual’s internal cognition. Rather, it is necessary to consider social and cultural
dimensions of human actors when studying human development and the mind. Thus, they consider
consciousness to be located in everyday practice, which is embedded in the social matrix that is

composed of people and artefacts.

Society and culture are not only external features that influence the human mind but are the principles
that form an individual’s mind, due to shared contexts through collective practice (Vygotsky 1978).
This results in revolutionary implications for how humans are controlled (Engestrom 1999). Because
of the traditional division between social sciences and psychology, the former only explains humans
controlled from the outside by society, while the latter considers humans controlled from inside
themselves (Engestrom 1999). Through emphasising the role of mediation in activity, humans can be
understood as having their own intentionality, and the mediating of artefacts can be an integral
component of human activity. In the following subsections, the main notions of activity theory are

explained, the evolution of the theory, and the seven elements of an activity triangle relating to my
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research. In this research, I adopt this theory to address the activity of museum practitioners involved

in the development of digital museum projects.

2.4.1 Activity and Artefacts

An activity, the basic unit of analysis in activity theory, is a minimal meaningful context for
understanding individual actions (Kuutti 1996; Nardi 1996b), as opposed to a one-time single, isolated
action. Instead of understanding the subject and the object of an activity separately and then making
an inference about their interaction, the concept of activity in this theory is understood to be a
‘purposeful interaction of the subject with the world, a process in which mutual transformations
between the poles of ‘subject-object’ are accomplished’ (Kaptelinin & Nardi 2006, p.31). In addition,
activities are not static or rigid entities, and should be understood as being under continuous change
and development (Kuutti 1996). Each activity has its own history, and thus, in order to understand the

current situation, a historical analysis of the development of activities is needed.

As the context of activities is included in the unit of analysis, activities should be understood through
understanding the role of artefacts in everyday existence. Because activity theory is derived from the
work of Vygotsky (1978), it maintains that the mind emerges through interaction with the
environment and artefacts. Vygotsky believed that artefacts are cultural products created by societies,
and using artefacts can bring about human’s behavioural transformation and influence individual
development. Artefacts here can be technical or psychological. Technical tools may be used to help
people affect things, while psychological tools are signs intended to help people affect others or
themselves (Vygotsky 1978). By highlighting the importance of artefacts in activities, activity theory
allows the researcher to ascertain a significant role for them when an individual actor (the ‘subject’ in
activity theory) chooses artefacts in order to achieve his/her goals. This is a difference between
activity theory and ANT, and was explained earlier. Although both highlight the importance of
artefacts in human activities, activity theory insists on asymmetry between human actors and artefacts
(Nardi 1996a), while ANT denies the difference and places the two entities in the same ontological
space. This results in activity theory exploring the human view of the relationship between people and

artefacts.

Activity theory evolved from Vygotsky’s original ideas and has developed through three generations.
The following section will address this evolution and explain why I chose the second generation for

use in the research framework.

2.4.2 The Evolution of Activity Theory

Activity theory has evolved through three generations (Engestrom 2015), with the first derived from

Vygotsky’s idea of mediation (Vygotsky 1978). This model consists of three elements: subject, object,
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and mediating artefact. The ‘subject’ is a primary agent and can be a person or group engaged in an
activity. The ‘object’ is the motive of an activity, which is held by the subject and gives it a specific
direction. The ‘artefact’ mediates the subject and the object, and can be tangible, like tools, or
intangible, like signs. Artefacts are integral and inseparable components of human activity, and all
human activity is shaped by the artefacts we use. By using and creating artefacts, humans can ‘control
their own behaviour — not “from the inside” on the basis of biological urges, but “from the outside™
(Engestrom 1999, p.29). However, although this model can explain the importance of artefacts and
individual’s agency in human activity, it cannot depict the complex interrelations between an

individual subject and the communities around then by analysing an activity only from the aspect of

the individual (Engestrom 1999; Lektorsky 1999).

The second generation, led by Leontiev’s work, overcomes the limitation of the first generation by
expending the analysed elements of activity to subject, object, mediating artefacts (tools and signs),
rules, community and division of labour (Cole & Engestrom 1993; Engestrom 2015). This model can
provide a conceptual framework that features the dynamics of an activity system. The relationship
among the elements can be visualised as an activity triangle, as shown in Figure 2.2, where the
connection lines indicate possible interactions between the components. Each element of the triangle

will be explained next, in Section 2.4.3.

Digital Technology as a technical tool
Museology as a psychological tool

Museum practitioners Aims of Missions of museums
digital projects

m Division of Labour

The rules that influence The stakeholderswho can  The roles of subject/community
the interactions among subject, influence the museum for archiving the object
tools, object, and community decision-making process (such as funding, supervising,
(such as laws, policies, (such as government bodies, evaluating, advising,
contract, museum professional communities, (re)training,
organisational culture etc.) museum practitioners, using etc.)
publicetc.)

Figure 2.2 The theoretical framework adapted from activity theory

The third generation of the theory further considers the networks of activity systems that partially

share objects and is concerned with different aspects of subjectivity, such as emotion (Engestrom
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2015). However, the third generation model carries a risk of splitting the analysis of activity into the
study of system and a subject’s point of view (Engestrém 2015). Thus, I have adopted the second
generation of activity theory for my research, as the network of activity systems can be further
addressed through ANT. This means that in order to investigate power relationships between actors,
the ANT perspective will be adopted, while activity theory provides a lens through which to

understand activities of museum practitioners when developing digital projects.

Activity theory has been mainly applied as psychological theory in learning and teaching and in
human-computer interaction studies (see, for example, Kaptelinin & Nardi 2006). The broad approach
of activity theory for developing conceptual tools for analysing complex interactions and relationships
within social science subjects, such as organisation studies (Blackler 2009), is more relevant to my
research approach. By adopting activity theory, this research investigates the perspective of museum
practitioners (individual and sociocultural elements) when planning, developing and maintaining

digital projects.

2.4.3 The Seven Components of an Activity Triangle

An activity triangle consists of seven components: subject, object, artefact, community, rules, division
of labour, and outcome. As Figure 2.2 is presented above, in my research, developing museum digital
projects can be an activity, while the subject of the activity would be museum practitioners, and the

object can vary, according to the aims of a museum’s digital projects.

The third component of the activity triangle is artefacts, which mediates between the subject and the
world. In this research, I considered both technical and psychological tools. Regarding technical tools,
digital technology is one of them that can lead us to shape our activity. Therefore, embracing digital
technology in museums is not only about changes to tools; it is also about changes to museums and
museum practices. Because digital technology has distinctive features, such as networks, interactivity,
automation and databased (see Section 2.2.2), if museums employ digital technology then this can
provide multiple opportunities for them in terms of the interpretation of museum objects in multiple
horizontal ways. Drawing on activity theory, Frohberg et al. (2009) analysed digital mobile learning
projects developed for formal and informal learning environments and devised a framework to
evaluate pedagogical role of digital technology in the projects. They scaled the degree of the
pedagogic role of mobile technology in five categories: 1) content delivery; 2) interaction for
motivation and control; 3) reflective interaction; 4) reflective data collection; and 5) content
construction. According to their findings, most of the mobile learning projects fell into the first two
categories, content delivery and interaction for motivation and control, which are based on a didactic
or behaviourist learning approach. Very few projects were in the categories’ reflective data collection

and content construction. I will come back to their study in methodology because I partially adopted
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the categories they developed when I analysed my data. The digital projects in my study are, however,
not only mobile learning projects but also static ones installed in museums, and websites. Thus, I

further developed the framework based on my theoretical framework.

Concurrently, I consider museology a psychological tool, regarding artefacts in the activity triangle.
This can influence the direction of the work of museums and the consciousness of museum
practitioners. I have investigated the models that museums adopt as their philosophy and have
examined them from a new museology point of view. The extent to which museums have developed
new museology in their practices can be captured through an analysis of the communication and
learning approaches they have adopted. By further analysing the ‘subject’, ‘object’ and ‘artefacts’, I
examine the communication and learning approaches of museums’ digital projects, and how and why
the features of digital technology are highlighted (see Section 1.2, Research Questions 2-1 and 2-3).
By doing so, how museums approach knowledge and knowledge constructions can be answered. For
example, when a museum aims to actualise new museology that further considers various
interpretations from the public’s point of view, rather than fixed knowledge from an expert’s point of
view, a digital project developed by the museum might allow the public (visitors) to present their
ideas and discuss them with others, based on a cultural model of communication and social
constructivism and sociocultural learning theory. The notion of new museology will be further

explained and linked to museum communication and learning theories in Chapter 3.

The next component of the activity triangle (Figure 2.2), ‘community’ is the large environment and
people who share common objects. In this research, it is expected that government bodies, museum
professional bodies, and the public have a role as stakeholders. This is partly because of the funding
relationships between government and national museums, particularly in Korea, as museums have
been strongly associated with the power of the government (Yang 2002a). In terms of a cultural policy,
governments legislate in order to enrich its society’s culture. Due to changes in the direction of a
government cultural policy, museum practices may be impacted in both Korea and the UK (Yang
2002a; Miller & Ytudice 2002). Because the government controls and normalises the culture of society
through education, what is seen and enjoyed in museums cannot be isolated from the power of a
government. Therefore, I trace the cultural policy and relevant museum policies in order to understand
how museums have been influenced by governments with respect to digital culture (see Section 1.2,
Research Question 1-1). On the other hand, the public are now widely recognised as important actors
since the rise of new museology in the late twentieth century (Weil 1990; Hein 1998; Hooper-
Greenhill 1999d; Silverman 2010; Simon 2010), and the general public, rather than the elite, have

been expected to be a central part of museum work (see Section 1.2, Research Question 1-4).
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Before explaining the next component of the activity triangle, it may be helpful to reinforce the notion
of ‘community’ in activity theory and ‘network’ in ANT. A ‘network’ can be defined by actors
associated at a certain time because it is fundamentally flexible and easily deconstructed. The
‘community’, however, can be a wider notion, including any significant actors who have been
assembled in the network at any time, past or present. This concept of ‘community’ enables me to

focus on potential or hidden actors who may be missed through the ANT approach.

‘Rules’ is the fifth component of the activity triangle, which influences the interactions between
subjects, tools, community, and objects. These can be explicit, such as laws, museum policies, funding
agreements, and contracts with suppliers, or can be implicit, such as an organisational culture. It is
difficult to define what organisational culture means; however, I have applied the definition whereby
it usually refers to the way of life within an organisation and to something held in common or shared
among group members (Hatch & Cunliffe 2006). An organisation also belongs to a society, and its
employees bring with them their societal culture into an organisation; thus, it is difficult to separate an
organisational culture from larger cultural concepts (ibid.). In addition, a museum also has its
institutional norms, values, and practices, and museum organisational culture is one of the contingent
factors in establishing collaborative relationships between museums and other communities (Harrison
2005). Therefore, in this research, I look at the history of museums, their organisational structure,
their working conditions, and communication methods, in order to uncover the rules which might
have affected museum practices. For example, museums that have relatively horizontal organisational
structures and are perceived by museum practitioners as a workplace in which every employee feels
free to present their opinions and experimental approaches are allowed might be more willing to work
collaboratively with others and develop new practices, such as innovative digital projects (Hein 2012,
pp.196-198), compared to those with hierarchical structures that are hesitant of new approaches.
Although culture has overall uniting features, it is also important that culture can be changed and has
fragmented features, such as different subcultures within an institution (Hatch & Cunliffe 2006). I
assume that there may be cultural gaps between curators and educators, and curatorial staff and digital
experts. Through interviews with museum practitioners holding different roles within their museums,
the existence of cultural gaps and subcultures will be investigated. These gaps can even influence
digital projects because museum practitioners who belong to different subcultures may have a
different understanding and perspective of a digital project, even though they are working on the same

project. This point of view also relates to CoP theory, which will be addressed in the following section.

The next component of the activity triangle, ‘division of labour’, describes how subjects share or
distribute work, either among themselves or with the rest of their community. Different departments in
a museum have different roles regarding employing digital technology in the interests of facilitating

visitor experience, and each stakeholder plays a different role, such as supervising, advising or
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training. When applying activity theory in organisation studies, Blackler (2009) highlights the
growing importance of non-hierarchical ways of working in a modern complex working environment.
In this sense, I look at the extent to which the distributed works have been undertaken collaboratively
for the development of digital projects across museum departments and beyond museums. I also
assume that some existing CoP may be influencing the development of digital museum projects in a
certain direction by providing opportunities to exchange working experience with other museum

practitioners.

The final component of the activity triangle is ‘outcome’, which is the ultimate goal of a museum as a
cultural, educational and social institution. This could be different, depending on the mission of each

museum, and therefore, I look at the mission statements of each museum examined.

In summary, activity theory framework is applied in order to understand the holistic context in which
different stakeholders impact museums and fulfil their roles when a museum practitioner has installed
a digital project. Activity theory also allows me to analyse museum practitioners’ personal histories,
such as their academic background or personal attitude towards digital technology, as one of factors

that can impact on digital projects.

Museums in different countries are run in different social and cultural contexts. Although all the
museums in this research are national museums, and are operating in the twenty-first century, in
which digital technology dominates every aspect of daily life and the economy, Korean and UK
museums have different cultural and historical backgrounds, and may have different social roles. Thus,
it is crucial to consider the sociocultural approach. In doing so, this research is trying to uncover how
and why digital museum projects have developed in a specific way. Activity theory is used to support
this aspect of my research in providing a conceptual framework with the seven components that

should be considered to understand and analyse an activity.

Before continuing, it is helpful to compare activity theory and ANT, although both are considered to
be post-cognitive theories that draw attention to the vital role of artefacts in human life and claim that
individuals are an extended concept beyond their body (Kaptelinin & Nardi 2006). Through a critical
perspective on mind-body dualism, they focus on the connection of physical and social distribution of
phenomena (Kaptelinin & Nardi 2006). However, ANT treats human and non-human actors as
symmetrical nodes within a network, while activity theory places a greater emphasis on the individual
subject. Thus, by using activity theory human intentionality in selecting and using tools, the
sociocultural contexts of human actors can be determined. This is why this complementary approach
has been taken to examine different aspects of the digital networks of museums. However, in order to
uncover the ways in which human actors (i.e. museum practitioners) develop their professional

identity and skills relating to digital, communities of practice theory is adopted, as discussed in the
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following section. This theory particularly helps me explore how museum practitioners learn through

a social process that affects shaping their professional identity and works.

2.5 Communities of Practice Theory

The previous sections have described how the activities of museum practitioners are not only shaped
by their individual cognitive processes, but also by societies and cultures that they are interconnected
with. By using this sociocultural lens to understand museum practices, the ways in which museum
practitioners develop their professional skills and knowledge of digital culture can also be explained
through a learning process in the social dimension. To accomplish this, I have adopted the CoP theory
as a theoretical framework. Thus, I assume that social learning can occur within a museum internally,
as well as with support from external actors, for example, museum professional bodies (see Section
1.2, Research Questions 1-2 and 2-3). CoP theory, a social theory of learning, was originally
developed from situated learning theory, which understands learning as a socially mediated process
(Lave & Wenger 1991). While situated learning theory will be further addressed in Chapter 3, this
section focuses on explaining some important concepts of CoP and how they can be applied in my
research. The reason I present CoP theory and situated learning theory separately is that the focus on
the use of CoP here as an organisation theory concentrates on museum practitioners, while in Chapter
3, the focus is on its use as a learning theory, with an emphasis on how it can be used with museum

visitors.

CoP are ‘groups of people who share a concern or a set of problem, or a passion about a topic, and
who deepen their knowledge and expertise in this area by interacting on an ongoing basis’ (Wenger et
al. 2002, p.4). This is not a new concept in human history and exists everywhere, not only in
organisations but also beyond them in societies. This is especially considered to be important in
knowledge-based social structures, especially when handling cutting-edge technologies (Wenger et al.
2002). From the CoP perspective, learning arises from participation and nonparticipation® in actual
practices with members of the communities learners interact with (Wenger 1998). In other words,
workers of an organisation, for instance, museum practitioners, learn through their practices. The
more they learn about such practices, the more they gain membership of a community, which causes

changes in their identity, from novice to expert.

3 Here, non-participation means being an outsider, being a peripheral participator, and being marginalised
(Wenger 1998).
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2.5.1 The Three Fundamental Elements of Communities of Practice Theory

The three fundamental elements of CoP theory are domain, community, and practice (Wenger et al.
2002). The domain of knowledge defines a set of problems that are shared and are commonly
experienced by all members of a community; it is what brings people together as a community and
defines the identity of a community. A well-developed domain can make a community more visible,
and its expertise and capability can be easily acknowledged within an organisation and beyond. A
domain is not usually static and evolves together with the world and community. Sometimes,
newcomers and members of a community may bring new insights and topics to a community and
attempt to extend the domain, although negotiations with other members are required, concerning
whether to accept and include these new ideas within their domain (Wenger 1998). For instance, the
expansion of digital technology usage in museum’s learning can be a result of a community of

museum educators extending its interests to the potential of digital technology.

A community consists of people who care about a domain, resulting in them interacting regularly and
learning together (Wenger et al. 2002). For community membership, trust is necessary. A successful
community offers a safe and comfortable place where difficult questions can be asked and critical
aspects of practice can be debated by members. A diversity of community members can also make its
learning richer and more interesting through the provision of multiple perspectives (Ash et al. 2012).
A healthy community does not depend on the leadership of one person, and participants of a
community feel that their contributions are reciprocated. Therefore, it can be said that the success of a

community depends on each member and their membership.

Because members of a community share histories of learning within the community, this creates
boundaries that distinguish those who are involved and those who are not (Wenger 1998). Although
boundaries sometimes cause conflict and misunderstanding in practices, boundaries are important to
learning systems, connecting communities to the rest of the world, and offering learning opportunities
in their own right (Wenger 1998). At boundaries, there are challenges to explore and new
competences to experience. If the interactions of a community only occur within the community, then
it is losing its dynamism and practice could become stale. Innovative potential often arises at
boundaries between communities and with peripheral members (Wenger 2010). Connections between
communities are possible via boundary objects, such as documents and concepts, and with brokering
by people who introduce elements of one practice into another (Wenger 1998, pp.104—110) For
example, digital museum projects generally require competences which are relevant to museum and
digital sectors. The two different sectors have their own perspectives and languages that only
members of a community can understand and agree. Therefore, during the development of digital

museum projects, negotiation and readjustment are needed across those involved in the projects. The
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extent to which a project is successful may depend on how museums and museum practitioners
address the connection between the boundaries of the two sectors. I investigate how existing CoP in

and beyond museums foster this.

The last element of CoP theory, practice, refers to a set of socially defined ways of doing things in a
specific domain (Wenger 1998; Wenger et al. 2002). This is an ongoing, open, social, and interactional
process with members of a community. Through practice, members negotiate meanings and learn
together. In other words, ‘what they learn is their practice’ (Wenger 1998, p.95). An effective practice
evolves within a community and reflects its participants’ perspectives. Practice includes the explicit,
such as books, articles, knowledge bases, and other repositories that members share, and the tacit, a
certain way of behaving, a perspective on problems and ideas, and a thinking style (Wenger 1998;
Wenger et al. 2002). The implicit is crucial to forming membership of a CoP, although it is

unarticulated.

From the CoP perspective, learning is a social participation (Wenger 1998). Here, participation refers
not only to engagement in certain activities, but to active involvement in the practices of social
communities and building identities with respect to communities. Therefore, participation reflects the

mutual constitution between an individual and a collective.

2.5.2 Identity in Communities of Practice Theory

‘Identity’ is an important concept in CoP, and who we are can be understood from a social perspective
beyond self-image (Wenger 1998). Building identity is a constant negotiation by interacting with the
world and accumulating experience. Becoming a member of a community shapes our identity
(Wenger 1998), and participating in a specific practice and sharing a culture with members of a
community leads participants in a certain direction. As newcomers become ‘old-timers’, they can
improve their competence and a community develops together. They know how to engage with other
people, how to contribute to the community, and how to negotiate via a repertoire of practices.

Through this participation, their membership translates into identity.

Another aspect of identity is temporality (Wenger 1998), as it connects the past, the present and the
future. Through this, we understand what is important to our identity and what is not, what matters
and what does not. Different trajectories result in different perspectives on participation and identities
at work, and depending on identities, some of workers (e.g. a digital manager of a digital project) may
view a new project as an opportunity to develop their profession, while others (e.g. curator) may have
no interest in it. Therefore, it is important to consider the identity of workers, museum practitioners, in

order to understand how and why they fulfil their projects in a certain manner.
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Identity is not a unity as it combines multiple forms of membership (Wenger 1998). We can belong to
many CoP concurrently or in different time periods. All the communities we have belonged to
influence the building of our identity differently, and our identity is integrated from the multi-
membership of these different communities. Therefore, when we move from one community to
another, this does not only require the learning of information, but also a process of reconciling is
required. The work of reconciliation involves the construction of an identity by dealing with
conflicting forms of individuality and competence, as defined in different communities. This is

challenging and may involve ongoing tension.

In order to cultivate learning capability in social systems, Wenger (2010) proposes learning
citizenship as the personal side, where the notion of learning citizenship refers to the ethics of how we
invest our identities as we travel through landscapes of practices. Individuals can fulfil learning
citizenship by connecting boundaries, becoming brokers via multi-membership, and providing
transversal connections in a context where vertical and horizontal accountability structures are
incoherent and so on (Wenger 2010). Forming an informal learning group within a museum, aiming
cross-departmental approach to exchange working experience and current issues regarding digital
culture could be an example of the implication of learning citizenship. This may also be one of ways

of empowering individuals within an organisation.

2.5.3 Forms of Communities of Practice

There are various forms of CoP (Wenger et al. 2002, pp.24-27), which depend on the number of
community members (small or big), the life span of a community (long-lived or short lived), the
extent to which community members live close together (collocated or distributed), the diversity of
members’ backgrounds (homogeneous or heterogeneous), the boundary of a community (within
businesses, across business units or across organisation boundaries), how a community is formed
(spontaneous or intentional), and the level of relationships the community holds with organisations

(unrecognised to institutionalised).

In this research, diverse types of CoP can be identified. For instance, members working in cross-
functional teams within a museum but with the same interests, or beyond a museum formed from a
group of museum practitioners who oversee digital projects in their museums. Examples of
communities which are intentionally founded are museum professional bodies, such as museum
associations. One of the functions of a museum association is to train museum practitioners and
provide opportunities to develop their professional skills (Teather 1990). A community could foster
conferences, seminars and workshops, in which people who have similar interests can meet each other.
Through interviews with museum practitioners, I investigate the ways in which museum practitioners

have developed their professional knowledge of digital culture.
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CoP do not sit easily within traditional hierarchical organisations (Wenger 2010), and it is not
uncommon to find the function of vertical and horizontal accountability almost completely separated.
Digital technology is evolving rapidly, and applying it not only requires the latest knowledge that can
be learnt from written materials, but also practical experience or specific know-how from experts who
have faced similar situations. In museums, embracing digital technology is still relatively a new
approach, and there is a lack of formal training for museum practitioners to develop their professional
skills in this area. This is why informal networks, like CoP, are important for museum practitioners
when developing their understanding of how to employ digital technology within museums for their
visitors. Therefore, part of my research investigates the ways to cultivate CoP with support from
external actors, such as museum associations, and within a museum, formally or informally (see

Section 1.2, Research Questions 1-2 and 2-3).

2.6 Summary

In Chapter 2, I firstly review existing literature of digital museum in order to provide the background
of this research and I then develop the first part of the theoretical framework, underpinning this
research by discussing three theories, ANT, activity theory and CoP theory. Each theory provides a
unique lens to see the dynamics between actors who have affected museum practices in the digital age,

and the power relationship between them.

In Section 2.3, I discuss ANT (Callon 1986; Law 1992; Latour 2005) point of view to understand
museums as institutions within a society. This theory allows an understanding of the dynamics of
complicated networks via a bottom-up approach, and provides a lens to analyse human actors and
non-human actors, such as digital technology at the same level. The process of how diverse actors
have constructed and deconstructed networks with other entities to achieve their goals is particularly
reflected in my findings with developing actor-network maps of the museums studied. I acknowledge
also that this theory has several limitations, especially when used to analyse stable power relationships
between actors. From this perspective, | further discuss an Asian museology in which government

plays a significant role to develop museum practices.

In Section 2.4, I look into activity theory (Cole & Engestrom 1993; Engestrom 2015) and turn to
focuses on human actors’ perspectives to analyse human activity. By adopting this theory, I can
address museum practitioners’ perspectives, attitudes, and personal backgrounds at the same time. It
also highlights the importance of artefacts (e.g. digital tools) in activities. In so doing, this theory

enables me to explain why museum practitioners chose the tools. Basically, the theory provides a
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conceptual framework with seven components of activity triangle (see Figure 2.2). The components of

activity contributed to develop the interview theme and analytical framework as well.

In Section 2.5, I review CoP theory (Wenger 1998; Wenger et al. 2002) to explore the ways in which
museum practitioners develop their professional skills regarding digital culture. Digital practice in
museums is an emerging domain, and social learning with members of a community can be one of
ways to update and develop their expertise. Moreover, professional identity, which is developed with
the participation of a community, can affect their works. There are various types of CoP; it could exist
in and beyond museums. It also could be formed informally by individuals and formally by
organisations. This theory particularly guides me to investigate roles of digital departments of
museums, relating to Research Question 2-3, and of external actors, such as museum professional

groups, regarding Research Question 1-2.

Figure 2.3 shows the relation of the three theories and how they are adopted in my research. In brief,
activity theory is adopted as a conceptual and analytical framework, which helps me to investigate
human activity (e.g. the development of digital projects), with seven elements of it (see Section 2.4.3
and Appendix 4). With the theory, I could assume potential actors (subject, communities) and explain
the factors (roles, rules, tools) affecting the relations of actors. Moreover, I could make a link of
mission statements of museums (outcome) to museology (tool) that the museums adopt. On the other
hand, ANT is selectively adopted for identifying actors by tracing them, and for understanding the
ways they construct the network with others. By so doing, I could investigate the power relationship
between actors. CoP theory is particularly adopted to address how museum staff learn within and
beyond the museums with others and to discuss how their professional identity affects digital projects.
This complementary approach enabled me to address different aspects of the digital networks of

museums and to answer Research Questions 1, 2-3, 3-1 and 3-4 (see Section 1.2).
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50



Chapter 3 - Literature Review and Theoretical Framework (2):

Museum Communication and Learning

3.1 Introduction

The previous chapter mainly covered three theories: ANT, activity theory and CoP theory, which
provide a theoretical framework for understanding the dynamics between key actors who have
influenced digital museum projects to answer the Research Questions 1, 2-3, 3-1 and 3-4 (see Section
1.2). This chapter considers the second section of the theoretical framework of this research, which
discusses communication and learning theories relating to Research Questions 2-1, 2-2, 3-2 and 3-3

(see Section 1.2).

Museums have attempted to engage people in various ways, and digital projects are one of the
approaches utilised. Depending on the underpinning communication and learning theories of the
projects, the ways museums present knowledge and see the process of knowledge construction could
be varied. For example, a digital project embracing cutting-edge technology might look just like a
textbook written by a museum when the museum sees that knowledge is fixed and visitors only
consume the content of the project. Therefore, through communication and learning theories, I attempt
to understand museum practitioners’ intention and motivation (object in activity theory) during the

development of digital projects (technical tools in activity theory).

This chapter begins by explaining the changing concept of museology (a psychological tool in activity
theory), reflecting the functions and roles of museums as expected by contemporary society, and then
considers the potential of digital museum projects with respect to new museology (Research Question
2-1). I postulate that digital projects can be one of a number of possible approaches to implement new
museology. Communication and learning theories will be then be described in Section 3.3 and 3.4 in
order to examine the extent to which digital projects meet the expectation of new museology

(Research Question 2-2).

When considering museums communicators, digital projects can be one communication interface
between museums and the public. Communication theory, particularly mass communication theory,
can guide this research to understand what communication approaches have been adopted in digital
museum projects. Meanwhile, digital museum projects can be considered new learning tools when
museums are viewed as educational institutions. Learning theories will be discussed to provide a
theoretical framework to understand learning approaches of digital museum projects. I will then
suggest that a cultural theory of communication, social constructivism and sociocultural learning

theories are more appropriate approaches within museums to implement new museology.
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3.2 New Museology: From Objects to People

Since the birth of modern museums established during the Age of Enlightenment in Western countries,
museums have mainly been considered as authorised and privileged institutions for elite groups
(Bennett 1995). Museums have been believed to have the authority and expertise to legitimise what is
valuable and meaningful to be preserved and how it is to be treated (Smith 2006). With their
intentions of certain things, they have worked to exclude the other things and non-expert views about
them. Additionally, museums have been an extended concept of curious cabinets full of valuable
artefacts for research purposes, with the artefacts perceived as the centre of a museum. Museum
curators and academic scholars, who have been permitted access to and have researched the artefacts,
have produced knowledge, and only they used to have the authority to interpret the meanings of
collections, which were regarded as a universal truth, consistent, value-free and neutral (Weil 1990).
According to this view, if visitors cannot understand an exhibition then this is not recognised as a fault
of the museum curator who produced it; rather it is considered as a lack of capacity of visitors to
understand ‘high’ culture artefacts. Therefore in ‘old’ traditional museology, Harrison (1993) notes
that museums are considered ‘venerated authority, purveyor of truth, and another form of school
where knowledge is doled out in digestible amount’. They also seem to target particular types of
social groups whose members can digest the contents of museums (Harrison 1993). Cameron (1971)

calls this notion of museums a temple type.

This old temple concept does not meet the changing functions and roles of museums that have come
to be expected in contemporary society. The change to a ‘new’ museology is related to the economic
and social philosophical changes since the 1970s. Following the global recession during the 1970s,
museums and cultural institutions were faced with funding issues, especially in Western countries
(Harrison 1993), where grants and stable sponsorship significantly declined. Museums were
frequently asked to justify the effectiveness of their work and their value in society. This was a big
change for museums, from being considered objective places like a sacred temple, to having to justify
the reason for their existence. This situation resulted in a focus on museum management and market
research, as well as visitor studies, in order to understand the expectations and needs of the public
regarding museums. Since this period, the general public, rather than museum objects, have been
placed at the centre of museums, and the educational roles of museums have been further highlighted.
Moreover, museums have attempted to reach potential audiences who usually are not interested in

visiting museums.

The philosophical change in society towards post-modernism accepts and values the existence of
various voices from a range of ethnic, racial and religious minority groups against the predominant

ideology of the Western, white and male culture, which have influenced museums (Harrison 1993;
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Hooper-Greenhill 2000; Marstine 2006b). This philosophy has raised doubts concerning knowledge
and facts that were believed to be true and neutral (Hooper-Greenhill 2000). In this sense, museums
are also no longer supposed to be neutral, and instead, their world view and interpretation of objects
reflect the socio-political ideologies of those who run and support them, mainly the dominant culture
(Tawadros 1990; Merriman 1991). In other words, the process, judging and defining of the value of
museum objects have been performed by a few privileged museum curators, and the majority of the
public was disempowered in the meaning-making process (Ames 1985). Therefore, if we view society
from a post-modernism angle and museums are a reflection of this society, the values and meanings of
objects cannot be single and objective. Instead, multiple and problematic interpretations should be
allowed, which involve the public with its various sociocultural backgrounds (Jordanova 1989; Smith

1989; Hooper-Greenhill 2000).

Relating to this study, I would like to further emphasise two significant aspects of new museology
compared with traditional museology, namely understanding visitors, and accepting diverse
interpretations of collections. In general, while visitors in traditional museology are viewed as passive,
that is they only absorb a message from museums, visitors in new museology are considered to be
active actors who bring their contexts and identities to museums and construct their own meanings
through museum experience. Therefore, we can assume that the interpretation of museum objects in a
digital project may be subjective and can accept more than one truth, or even encourage creative
thinking if new museology has been adopted. Moreover, learning departments in museums create a
further link to the public through visitor studies and diverse types of education programmes. In other
words, learning departments are a representative of the public, presenting their various voices.
Therefore, to consider the extent to which the public are considered actors, the methods of the
departments and how the departments have affected the development process of digital projects are

investigated (Research Questions 1-4, 2-2 and 2-3).

However, practising new museology is not as easy as the theoretical suggestions propose. McCall and
Gray (2014) investigated the degree to which museums have adopted new museology and examined
23 publically funded museum services, including national, local authority, university and trust
services in the UK. Through 112 qualitative interviews with museum staff and observations within 17
of these museums, they found that museum practices indicated fewer changes than the museology
literature might anticipate. Over the past 30 years, although the number of education programmes

increased for targeted visitors, there are few examples which allow the diverse interpretations (ibid.).

In order to implement new museology, Stam (1993) suggests a range of changes to organisational
structure, staffing and management/business practices concerning power distribution, which holds

curatorship as being central to a museum. Similarly, Ross (2004) highlights the change of identity of
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museum professionals from ‘legislator’ to ‘interpreter’ towards more visitor-orientated views.
However, as McCall and Gray (2014) found, there is evidence of polarisation and an unbalanced
power relationship between collection-related curators, who generally represent traditional museology,
and others, including education officers, who believe in the new museology. By excluding education
officers from the decision-making process, curators and high-ranking managers tend to have more

influence and control which messages are presented based on traditional museology (ibid.).

In the Korean context, there are several elements that might result in a challenge to implementing the
new museology. First, although the notion of new museology was introduced from the West to Korea
through books and researchers who studied in Western countries, Korean museums have not
experienced an economic crisis (e.g. funding cuts) such as that which partially caused Western
museums to justify their social roles since the 1970s. Secure government funding, however, appears to
make Korean national museums less competitive and less responsive to rapidly changing society,

especially in terms of technology.

Moreover, museum learning/museum education is a relatively new discourse in Korea, which is
supposed to lead the new museology. Since learning departments in Korean museums have formed
only in the past 30 years (Kook 2013a), the professionalism of museum education officers has been
not well recognised (Yang 2000; Kook 2013b). The roles of museum educators have been limited to
planning educational programmes/events that might take place in the learning centres/rooms of
museums, not in gallery spaces (Kook 2013a). Interpreting museum collections is considered the work
of curators, and education officers are excluded from the process (Yang 2000). Moreover, the
discourse of museum visitor studies is not well developed by Korean academics nor embedded in
museum practices. If a visitor study was conducted in museums, it mainly adopted a quantitative
approach and its results were rarely reflected in practice (Hwang 2013). Additionally, despite the
emphasis of Korean education policy on developing the creativity of pupils, which began in the early
21 century, museum learning programmes, which are supposed to be an alternative approach to
formal school education, were still designed to support the official narrative of the school curriculum,

rather than taking critical and democratic approaches (Yang 2000).

Thus, museums in Korea still tend to be regarded as factual and neutral without any conflict in their
content. Or, they may be supposed not to have any conflict. This situation might be associated with
the relationship between the government and its national museums, which is further investigated in
this study. According to Lee (2012; 2014), because of the dependence of the Korean arts sector on
government, the sector has been relatively less affected by the philosophical change towards post-
modernism, which Korean society has experienced since the 1980s. Additionally, because the national

museums are government bodies, their directors are appointed by the government. Thus, since
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museum practitioners in the museums are essentially civil servants, museums face a severe challenge
from the government when they attempt to be critical and democratic in their content. This challenge
may well affect the decision-making process of museum practitioners and force them to be fact-

orientated and politically ‘neutral’ as civil servants.

Nonetheless, I postulate that an investigation of communication and learning theories adopted digital
museum projects will be one of the ways to unfold the extent to which museums have implemented
new museology. When considering museums communicators and knowledge storage, the ways in
which museums communicate with the public (users and learners) can depend on how museums
perceive their public and knowledge. If museums consider public active actors who have an agency to
construct meanings for museums objects, and view knowledge as plural, unfixed and subjective,
depending on the sociocultural background that people bring with them, then new museology may be
further actualised within their digital projects. In the following sections, communication and learning
approaches that have been adopted in digital museum projects are discussed relating the Research

Question 2-2 (see Section 1.2) and the link of the approaches to new museology will be made.

3.3 Museums as Communicators

The relation between museums and their visitors can be considered as a special type of
communication system, especially in terms of mass communication (Lumley 1988; Hodge & D’Souza
1979; Hooper-Greenhill 1999a). In a mass communication, the sender who has the authority to
organise content or a message is often a media organisation itself, professional communicator or
another agency, given access to mass media (McQuail 2005). In contrast, potential audiences, the
receiver, are commonly regarded as anonymous consumers (ibid.). In perceiving museums as a sender
with a source of information within a communication system, the ways in which museums conduct
their practices, such as developing exhibitions, can be understood as a communication process.

Museum visitors are then the receivers in the communication system.

In this section, four communication approaches will be examined and linked to museology regarding
the ways that museums see their visitors within the communication system and message producing
process. For example, when museums aim to practice new museology that sets people rather than
museums’ objects at the centre of a museum, their communication approaches with people may
consider people’s (receivers’) points of view via a cultural approach of communication. This means
that message senders with authority, such as museums, come to share their authority with people by
allowing them to redefine the meanings of the messages they receive and even produce their own

messages based on their culture. I will come back to this after discussing a transmission model, an
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encoding/decoding theory, and a circular model of communication, and finally, a holistic approach to
museum communication will also be described. All the communication approaches are used in

museums still today and they have been applied in the digital museum projects I researched.

3.3.1 Transmission Model

Mass communication between a sender and receivers can be understood as a one-way communication
in which audiences receive fixed messages sent via mass media (McQuail 2005). This concept of a
transmission model considers communication as a simple linear sequence, transferring information
from an authoritative source to an undefined receiver (ibid.). In this model, only the sender has the
authority to define values and meanings of information and can produce messages, while the
anonymous audience is considered to have no individual differences and to simply consume the
messages received. Hooper-Greenhill (2000) links this transmission model to modernist museums that
view knowledge of objects as objective, singular and value-free, and aims to enlighten and educate the
public who are supposed to absorb it without any doubts. This is similar to the traditional museology

point of view.

There are still many museum practices which adopt this linear communication model (Miles 1985;
Hooper-Greenhill 1999¢). Hooper-Greenhill (1999c) sees this is why many of exhibitions fail.
Curators who are experts on his/her subjects define the messages which will be delivered, and then
pass all the fixed elements to exhibition designers who design and install exhibits, while educators
develop public education programmes to make sense of the exhibition for them. Target visitors are not
considered; rather, it can be said that it is an exhibition ‘for the general public’ (Miles 1985). Similarly,
in digital museum projects which harness digital technology only to disseminate information and
knowledge that museums produce with subject experts (e.g. curators), the public may not be allowed
to add content and may not be involved in the development process. The public may also be assumed
to have a knowledge deficit, which needs to be addressed via accurate knowledge provided by

museums.

If museums adopt this model, it may be rare that they ask visitors about their museum experience, use
visitor evaluations, and collaborate with external stakeholders during and after the development
process (Hooper-Greenhill 1999b). When visitor studies do take place when using this communication
model, the form of quantitative research investigates whether they received and responded correctly to

the messages predetermined by the museum (Stylianou-Lambert 2010).

However, this model has limitations in explaining the reality of museum practice. Messages are not
always imparted straightforwardly and the audience tends to interpret the meaning differently,

depending on their background (Stylianou-Lambert 2010). Moreover, if museums take this linear

56



process then it may be difficult to improve their work performance and may result in museum
practitioners working in silos due to a lack of a feedback loop and cooperation among those who are
involved in the different stages of the communication process (Miles 1985; McManus 1991; Hooper-
Greenhill 1999b). Without cooperation, museums practices involving the development of digital

projects cannot reflect visitors’ whole experience.

3.3.2 Encoding/Decoding Theory and a Circular Model of Communication

The second approach can be understood using the encoding/decoding theory of Hall (2006). This
approach holds that communication can only succeed in an intended way when the message which is
encoded by a dominant cultural order is delivered to an audience who have the capability to decode it.
Unlike the transmission model, the audience is perceived to be empowered so that the encoded
message can be accepted, negotiated, or rejected, depending on how the receivers decode it. It is
totally dependent upon the audience as to whether the initial purpose of a communication is achieved
or not, as they may decode a message differently due to what they bring to the media, their

background and interests (Hall 2006).

With respect to museums, it can be said that the messages encoded by museums are decoded
successfully and enjoyably by visitors who have ability to do so, and this could explain the reason
why some groups of people frequently come to museums while others do not. Frequent museum
visitors, in general, are middle class, white and well educated, and are only supposed to have the
capability to decode messages sent from museums (Hood 1983). In other words, the messages tend to
be encoded to be easily decoded by certain groups of people. Therefore, those who feel welcomed and

comfortable when they encounter museum content are encouraged to visit museums again.

In order to reflect the public’s interests and understanding of messages sent by museums, museums
can adopt a circular model of communication with a feedback loop. In this model, the meanings of
content are negotiated before finalising them through a circular process shared between senders and
receivers. This can be implemented with visitor advisory groups and focus group research, through
front-end visitor research before starting projects, and formative research during projects (Hooper-
Greenhill 1999a). Although this model utilises a two-way process to reflect visitors’ points of view, an
unequal distribution of power still exists. Only the senders, like museums, have the authority to
produce messages, and can control and define them, although feedback from receivers is considered
within the whole communication process (Stylianou-Lambert 2010). What are acceptable ideas and
what is more valuable is decided by senders. In addition, there is a tendency to overlook any change
to an audience’s identity over time. The same individual may have a different interpretation of the

same message in a different situation because of a different identity (ibid.). A cultural approach of
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communication, which is discussed in the following section, seems to address these limitations as

understanding communication with culture context.

3.3.3 Cultural Approach of Communication

A cultural approach of communication considers the impact of cultural and social factors on
communication when sending, receiving, consuming, and producing messages (Hooper-Greenhill
1999a; Hooper-Greenhill 1999b; Hooper-Greenhill 2000). Communication is understood as ‘a cultural
process that creates an ordered and meaningful world of active meaning-makers’ (Hooper-Greenhill
1999b, pp.16-17). Thus, when an individual receives messages and actively constructs meanings from
the messages, his/her society and culture influences the meaning-making process. The process of
meaning-making is continuously negotiated through a circular action between the whole and the parts
of communities that they belong to, and between the past and the present (Hooper-Greenhill 2000).
Thus, it is necessary for museum professionals to consider the possibility of the diverse interpretation
of their collections, and that an open meaning-making process reflects the culture that visitors bring
with them (ibid.). This perspective is relevant to new museology as well as accepting the coexistence

of multiple meanings/interpretations of museum objects and content.

In this approach, the individuals who receive messages (visitors in museum context) are considered
active actors who want to present their voices and share with others through participation in the
content production process. This not only means participating in programmes which are predefined by
content producers (e.g. museums) and offer only limited activities to participants, but also includes the
co-production process of content through constant dialogue and discussion between message senders
and receivers in order to understand each other. Digital technology can foster this public participation
process in new ways. Technology allows new connections, not only between message senders and
receivers, but also between receivers (e.g. internet), and can support a true forum in which every
participant can make their voice heard. Although the number of people who create new content may
be fewer than expected (Simon 2010), if an individual can add value to existing content by, for
example, pushing a ‘like’ button, then this can transform a personal experience into a social

experience and affect other participants’ experiences and perspectives.

There are several challenges to implementing this two-way communication model that empowers
audiences as co-producers in museum context. First, there remains a power issue and unequal
authority, although the audience is anticipated to make their own meanings actively (Stylianou-
Lambert 2010). However, they are not absolutely free to interpret museum objects, rather, an audience
may already know of the existence of a more valid and preferred interpretation, which can make their
active participation uncomfortable. Shared authority is based on trusting an audience as co-producers;

however, there is still a fear held by museum professionals regarding inappropriate views of the public
58



when there is no moderation by museums (Russo et al. 2008). Second, the expected audience activity
that encourages critical reflection may not be achieved; in reality, their own assumptions and
knowledge could only be reinforced, and sometimes, they may even tend to ignore messages sent
(Stylianou-Lambert 2010). Finally, museums face a dilemma between encouraging the identity
formation of an active audience and achieving the outcomes and goals expected as an agent within a

certain political and economic environment (ibid.).

Before discussing the last approach of communication, I would like to highlight that the
communication approaches presented above are not an ‘either-or’ relationship, and instead, should be
treated as part of a continuum (Moussouri 2014). Museums might adopt approaches as combined and
depending on the goals of communication for its audience; the transmission model of communication
even can suit specific settings. Therefore, what museum practitioners should do is to adopt the most
appropriate communication model which fits their setting, although I believe that the cultural

approach supports the new museology.

3.3.4 Holistic Approach to Museum Communication

Museum communications in the literature tend to discuss only the communication approaches of
museum exhibitions (Hooper-Greenhill 1999a). Hooper-Greenhill (1999a) proposes a holistic
approach for museums communication which considers communication in the broader context of
museums. This is because museums with a physical space differ to the general mass media; museums

still have the option of natural modes of communication, such as face-to-face encounters.

Museum communication can start on-site at museums, off-site away from museum buildings, and via
museum websites or other media. The increased use of mobile devices makes the boundary of a
museum where the public can encounter the content of a museum unclear. For example, people can
watch a video that was filmed in a museum whilst on public transport, and can enjoy a mobile game
app when walking down the street. Digital technology can also be applied to form a visually dynamic
environment. The combined experiences of a museum result in an image of that museum, which may
influence the perceptions and attitudes of potential and actual museum visitors (Hooper-Greenhill

1999a).

Through the sections above, I have discussed communication approaches in order to understand
possible underpinning theories for digital museum projects. The transmission model explains
communication from the technological point of view and sees communication as a linear process to
impart a message from a transmitter to a receiver, and fails to explain active receivers. The
encoding/decoding theory and a circular model of communication also limit the capacity of receivers

and hold that messages can only be defined by senders with authority, like museums. A cultural
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approach of communication based on post-modernism reflects the complex concept of active
receivers who consume the messages sent while producing new meanings for them. Museums’
communication should be understood within their cultural and social contexts and involve visitors
with different backgrounds. This is strongly related to the new museology view. Lastly, a holistic
concept of museum communication, not only exhibitions but also the broader aspects of museums

also can be adopted in digital museum projects to engage the public affectively.

The next section will see museums as educational institutions and discuss learning theories, which
might be adopted in digital museum projects. Depending on underpinning learning theories of the
projects, the ways learners participate in the projects can differ. Understanding learning theories
adopted in the projects also provides me with the extent of which museums consider public active

actors and learners.

3.4 Museums as Educational Institutions

The role of museums as educational institutions has evolved from the notion of public museums
created during the Age of Enlightenment in Western countries (Hooper-Greenhill 1992), and has
gradually been enlarged, alongside the social value of museums, which has been proposed in the USA
and UK since the 1990s (Hooper-Greenhill 2007). This role has been further enhanced by museum
professionals and policy-makers. Research with visitors has shown that education is also regarded as
an important purpose and motivation for visiting museums (Falk et al. 1998; Kim & Han 2011; Kong

& Bae 2015; Park 2016).

Most digital museum projects have been considered to be part of the educational function, and the
underpinning learning theories of the projects can be linked to museology, particularly in how
museums see themselves and the public within learning systems. To provide a theoretical framework
for this relating to the Research Questions 1-4 and 2-2 (see Section 1.2), [ will discuss several learning
theories. Firstly, the basic education theories will be explained using the interpretation of Hein (1998):
didactic and expository; stimulus-response; discovery; and constructivism. Next, theories from a
constructivism point of view will be further explored due to their wide adoption in contemporary
museum learning. Sociocultural learning approaches, especially situated learning theory, and serious
leisure theory, which provides an insight for understanding of the motivation of learners, will be
discussed. Critical pedagogy will then be explained. In the last section, digital games will be
highlighted as one of learning approaches that many educational institutions, including museums,

consider beneficial.
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Although each learning theory will be presented separately, it is imperative to bear in mind that there
are overlapping areas within learning theories, depending on how they are interpreted (Hohenstein &
Moussouri 2018). For example, discovery learning can be understood as a branch of constructivism,
and some social constructivists even consider their perspectives to be sociocultural (ibid.). Therefore,
it may be helpful to consider learning theories as a continuum, which shares commonalities, rather

than clearly separate categories.

3.4.1 Learning Theories

Before explaining learning* theories, it is crucial to acknowledge that different ways of learning are
recognised, meaning that learning is not singular, but ambiguous and complex (Hooper-Greenhill
2007; Hooper-Greenhill & Moussouri 2002). What learning is can be understood differently,
depending on its definition and the underpinning assumptions. This also results in different
approaches to learning and the expected learning outcomes. In this section, following Hein’s

categories of education theories, four basic learning theories will be explained.

Hein (1998) details two continua; a theory of knowledge and learning theory, which are fundamental
concepts for explaining what education is. The theory of knowledge is classified via two positions
describing what knowledge is: realism and idealism. Realism explains that there is absolutely true
knowledge, whilst idealism considers knowledge to exist only in the minds of people. Thus, it can be
said that traditional museology, which only accepts authentic interpretation approved by museums,
has a similar point of view to realism, while new museology tends to be closer to idealism. I assume
that if museum practitioners follow new museology, then the digital projects they developed may
allow visitors, as actors, to participate in diverse meaning-making processes, and might provide more

chances for visitors to explore and build their own meanings.

Learning theory examines the process through which people acquire knowledge. One end of the
continuum of learning theory represents the transmission-absorption concept of learning, and
considers learners as passive people who absorb content. This side focuses more on the content that
should be taught. The opposite end of the continuum considers the aspects of learners, who are seen as
active actors who can construct knowledge. Thus, this aspect is more related to the new museology

perspective.

As presented in Figure 3.1, based on these two continua, Hein (1998, pp.25-36) suggests that there
are four domains, each describing a particular education theories type: didactic and expository

education; stimulus-response education; discovery learning; and constructivism.

4 In this section, the terms ‘education’ and ‘learning’ are used interchangeably. However, learning tends to
indicate a more learner-centred perspective than education.
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Didactic and expository education theory: This theory tends to regard learners as empty vessels that
need to be filled with knowledge, which is provided by experts who have control on what should be
taught. This type of education method can be easily be identified in traditional schools, where it is the
teacher’s responsibility for understanding the knowledge first and then presenting the domain of
knowledge to students. Museums that apply this educational approach in their practices, termed
systematic museums by Hein (1999, pp.76-77), believe that ‘the content of the museum should be
exhibited so that it reflects the ‘true’ structure of the subject-matter, and the content should be
presented to the visitor in the manner that makes it easier to understand’. Their content may be
displayed in a particular order, and not allow alternative explanations. A continuous use of questions,
quizzing or mini-lectures during the learning process exemplifies this method (Ash et al. 2012).
Similarly, I assume that if museum practitioners adopt this approach for their digital projects, the role
of digital technology may be limited in its delivery and share only closed knowledge of and fixed
meaning of collections and content, and the visitors (and the public) may be assumed to have no

agency to produce knowledge.

Stimulus-response educational position: This theory supports the early behaviourist point of view and
defines learnt behaviour as ‘a relatively permanent change in behaviour that results from practice or
experience’ (Vasta et al. 1999, p.34). This approach tends to be concerned with teaching methods that
reinforce a stimulus for learners, rather than content. Learners are expected to find out new knowledge
through a trial-and-error type approach during their learning process (Jarvis et al. 2003, pp.24-31). If

this results in the right outcomes then they receive positive reinforcement, but when the outcomes are
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incorrect, negative reinforcement is provided. An exhibition that adopts this approach probably
impresses conditioned stimulus on learners repeatedly and rewards appropriate responses. In terms of
digital projects, digital activity, for example, persistently pressing buttons on a monitor or responding

to digital movement on a screen, are examples of this approach.

Discovery learning: Unlike the two education theories above, discovery learning approaches consider
learning as an active process (Bruner 1961). The followers of this approach believe that actual
physical activity and experience are crucial for learning, rather than being told by others (Hein 1998).
This physical activity is commonly referred to ‘hands-on’ learning, for instance, solving a puzzle,
handling objects, or other interactions with objects that might engage and encourage learners to think.
Learners are expected to discover predefined correct knowledge and conclusions at the end of
learning, although not being able to discover the appropriate findings is understandable. Museums that
adopt this approach will have a wide range of physical activities that visitors can explore for
themselves, and there may be no specific intended path for exhibitions, so that visitors are allowed go
back and forth. However, visitors may encounter some means so that they can assess their own
interpretation against the correct one provided by the museum. Digital projects based on discovery
learning may also lead visitors to find correct knowledge after exploring content in a diverse way. In

this case, the learners have less agency than the museums.

Constructivism: Constructivism education recognises that learning is achievable when learners
actively participate in it (von Glasersfeld 2005; Fosnot & Perry 2005). From a constructivist position,
it is necessary for learners to experiment in order to see the range of possible and acceptable situations
that can be produced. The active individual learner as actor might construct knowledge with reference
to his/her own background and experience. Hein (1998, 1999) states that a constructivist museum
provides a wide range of active learning methods that are suitable for the learning situation. Moreover,
it will present a range of points of view as a result of the acceptance of different conclusions and
interpretations of collections, depending on the diverse backgrounds and previous experience of

visitors.

In particular, constructivism is a widely-adopted learning theory in museums today (Hooper-Greenhill
1999c; Koo 2014). Therefore, it may be helpful to look at constructivism in more detail. In the
following section, the scholars who are frequently mentioned in relation to constructivism, John
Dewey, Jean Piaget, and Lev Vygotsky, are described. Although it is difficult to separate learning
theories clearly, their approaches to learning are different. Jean Piaget’s perspective on learning is
dedicated to the individual’s cognitive process, and his studies lead to the development of cognitive
constructivism, which sees human development from an individual point of view. On the other hand,

Lev Vygotsky is more concerned with the social and cultural aspects that influence learners so that his
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arguments became a base of social constructivism, which understands learning relating to

sociocultural elements. Dewey’s perspective is in between these two.

3.4.2 Constructivism and Museum Learning

3.4.2.1 Prior to Constructivism: John Dewey’s Perspective on Education

John Dewey is a key figure in education philosophy, whose ideas affected the development of
constructivism. He considered that education is the development from within individuals through
experience (Dewey 1938), and experience is acknowledged as fundamental to his educational
philosophy. Here, experience not only refers to ‘actual’ experience of doing but is also embedded in a
personal continuum of experience, from those which have gone before to the consequences of the
current experiences (Dewey 1938; Ansbacher 1998). Hein (2012, p.19) sees two broad concepts
within Dewey’s overall arguments on education: 1) visitors/students must be actively engaged (have
experiences) in order to learn; and 2) educational activity must be associated with experiences that
enhance a capacity in the learner for living in harmony with an ever wider and broader community.

These concepts can be further linked to museums and museums’ digital projects.

The first concept concentrating on learners’ experience and active participation in the process of
learning is relevant to hands-on exhibits that have been widely adopted in museums, especially in
science centres for children (Ansbacher 1998). In particular, digital elements can bring benefits to
museums in specific ways, for instance, the provision of a virtual experience that cannot be a reality.
Regarding the second concept, Dewey, as an empiricist, believed that all education subjects must be
liked to experience, and is reflected by society (Hein 2012). Here, society is not perceived to be static
and singular but to be moveable and diverse, therefore, education also should reflect this. This
thinking can be easily linked to new museology, through introducing and accepting multiple
perspectives of sub-groups and subcultures in museum collections and objects, museums can be an
open space where a variety of people’s voices are heard. The potential of digital technology to
enhance this aspect is endless (Hein 2012, p.184), for instance, technology can connect people all

around the world to present their opinions and share them with others.

3.4.2.2 Cognitive Constructivism: Jean Piaget’s Perspective on Education

Jean Piaget’s educational theory presents a cognitive perspective on how individuals come to know
their world. He did not consider an individual’s intellectual structure to be ready-made and innate.
Rather, it was perceived as being constructed through continuous interactions between an individual

and their environment (Piaget 1952; Bybee & Sund 1982; Fosnot 2005).

He described this intellectual development process as having an equilibrium, which encompasses two

intrinsic polar behaviours; assimilation and accommodation (Piaget 1952). When learners encounter
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new information, they attempt to understand it with the knowledge they already have, and if it can be
casily matched and assimilated to the existing knowledge structure, learners are in a state of
equilibrium. In contrast, when information is not easily assimilated then they encounter an imbalance,
which may require changing or accommodating the existing knowledge structure to deal with the new
information and fit the external reality. Through this process, the learner simultaneously organises and
integrates his/her intellectual structure into coherent systems of a higher order, and the learner regains
their cognitive equilibration (Piaget 1952). With regard to museums and museums’ digital projects,
Piaget’s emphasis on learning as the interaction between learners and their environment has

influenced the design of museum spaces and participatory exhibits (Black 1990).

Additionally, Piaget’s study of children’s cognitive development® has influenced museum learning, as
well as school education (Piaget 1952; Bybee & Sund 1982). It is important for teachers to present
and expose the appropriate level of learning materials and questions that suit the developmental stage
of learners. In a museum context, depending on the age range of the target visitors for exhibitions or
digital offerings, different approaches can be applied and the depth of contents and activities should

be appropriate.

3.4.2.3 Social Constructivism: Lev Vygotsky’s Perspective on Education

Constructivism can be interpreted in different ways (Hohenstein & Moussouri 2018). Cognitive
constructivists, including Piaget, see learning as a result of the process of individual cognition, while
social constructivism places more emphasis on the environment of learners and understands learning
as what is structured and determined socially and culturally. Lev Vygotsky is a key educational
philosopher who many advocates of social constructivism follow. In this section, I will present his
main ideas on learning, although it should be considered together with part of activity theory, which

also addresses his perspective on human relationships with their environment (artefact).

Vygotsky (1978) understood that the human mind is social in its very nature, and is innately related to
the whole context of interaction between human beings and the world. Based on these concepts, he
maintained that culture and society are directly involved in the formation of mind. He viewed human
development, including higher mental functioning (e.g. learning), as the process of internalisation;
‘the internal reconstruction of an external operation’ (Vygotsky 1978, p.56). He explained this through
a child’s development of pointing, where internalisation begins by representing an external activity,

for example, the attempt of a child to grasp something by stretching their hand towards an object

5 The infant in the sensorimotor period (0-2 years of age) mainly interacts with his/her environment through
physical actions and senses, but cannot connect external objects to mental images. The child in the pre-
operational period (2-7 years of age) can form mental images and think in the broadest sense, although their
thought may be pre-logical and egocentric. A child with concrete operations (7-11 or 12 years of age) is able to
perform mental operations, although the presence of actual objects is required. The adolescent in formal
operations (11-15 years of age) is even available to undertake reasoning about abstract ideas and problems.
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placed beyond their reach. This activity becomes meaningful when others, such as his/her mother,
realise and help a child to establish the link. This interaction between people on the social level is now
transformed to inside the child, and the child can develop the concept of pointing. In brief, human

mind development is both social and individual at the same time.

Vygotsky (1978) claimed that people who might be able to facilitate the development and
improvement potential of learners hold a significant role. To explain this, he introduced two different
developmental levels: actual development and zone of proximal development. When a learner can
perform a task individually without any assistance from others then the task is within the actual
developmental level of the learner. However, if a learner cannot complete a task individually, this does
not directly mean that they do not have the capability to do so. Instead, if a learner successfully
completes the same task in cooperation with others, we can say that the task is within the zone of
proximal development. Only through cooperation with others can a learner develop and learn more.
Those who can facilitate learners include not only adults such as teachers and parents, but also peers
who have a higher development than the learner. This scaffolding to an upper developmental level can

also be achieved through systems with artefact fostering and assisting the learner (Moll 1990).

Regarding this aspect of learning, museums’ digital offerings could be designed to be a scaffolding
element to foster museum visitors. It is also recommended that designers of exhibitions and digital
exhibits should be concerned with the social behaviours of users of the exhibits, such as allowing
groups of people to gather around an exhibit to look at it and talk together (Crowley & Callanan 1998;
Heath & vom Lehn 2010; Gammon 2010). Therefore, if this aspect of learning is considered during
the development of exhibitions and digital projects, a wide, flat screen that can be used by multiple

users may be designed rather than a physically isolated monitor only for use by a single user.

In summary, constructivism learning theory considers learners as the centre of the learning process,
although in cognitive and social constructivism, the relationship learners have with their surroundings
is perceived differently. Constructivism theory allows the learner enough time to explore and discover
knowledge on their own, and the responsibility and role of educators and adults is minimised in
facilitating the learner. If museum practitioners intend to enable the open interpretation of exhibitions
and museum objects, depending on visitors’ social and personal backgrounds, and to consider visitors
as active learners, then digital projects would follow the constructivist perspective. This type of digital
project will empower visitors to participate in museums and encourage them to present their points of
view through active participation. Thus, the visitors become actors in the knowledge-production

process.

Vygotsky’s works on learning has been studied and expanded by a number of scholars. Sociocultural

learning theory, which will be discussed in next section, takes his emphasis on the importance of
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social and cultural contexts on human development further. The next section will discuss situated
learning theory, one of sociocultural learning approaches, and serious leisure theory, which makes a

link of intrinsic motivations of learners to social aspects.

3.4.3 Sociocultural Approach to Learning

A sociocultural perspective of learning considers the human mind to be a sociocultural and historical
construct and learning is strongly influenced by cultural factors (Rogoff 1998; Wertsch 1985). Thus,
learning from this perspective is the interdependence of social and individual processes (John-Steiner
& Mahn 1996), and learners from different cultural and social contexts will have different learning
approaches and construct different meanings when they encounter the same content. A museum is a
place in which people with different sociocultural backgrounds come together to view museum
objects. If museum practitioners hold this perspective on learning, digital museum projects may also
be concerned with being appropriate for the various visitors, by acknowledging their agency, with

different cultural contexts, and again, this can be a way to actualise new museology.

There are various branches of sociocultural learning theory, including activity theory and CoP theory,
which have already been discussed in Chapter 2. In the following subsection, situated learning theory
will be further discussed, and especially to link the theory to maker spaces. Because learning in maker
spaces is supposed to occur through active interaction between newcomers with old-timers (e.g.
experts), maker spaces in museums can contribute to build new types of relationship between
museums and visitors. This is associated with answering my research questions, not only regarding
learning theory, but also the dynamic power relationship between actors. This is because learners in
situated learning theory are considered as having agency to produce knowledge the same way experts

do. This theory is further discussed below.

3.4.3.1 Situated Learning

When we learn and know something then we become experts in a certain practice, but Lave and
Wenger (1991) consider that this cannot be established without actual participation in a practice with
experts. They provide a sociocultural view of learning, namely situated learning, and hold that people
should be engaged in socially organised and situated activities in order to learn practice. Activities do
not only include the core ones that experts really undertake, but also refer to activities as legitimate
peripheral participation. In other words, novice learners, the apprentices in a CoP, gradually acquire
new skills, actions, beliefs, and knowledge by practising minimal roles assisting experts. As their
participation is recognised within the community over time, they can obtain full membership of that

community. CoP theory, which is discussed in Chapter 2, is a theory extended from situated learning.
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What I would particularly like to highlight within situated learning theory regarding my research, are
the roles of experts in the learning community and issues concerning access to the community,
especially in maker space contexts. This is because I consider that the role of experts (e.g. curators,
interpretation staff, or educators in my research) and their relationship with learners are associated
with actualising new museology. Maker spaces, originally from the US (Halverson & Sheridan 2014),
are where members can use diverse tools to create their projects, and have now been extended to
museums. Studies show that educators of maker spaces who are experts in their practice are expected
not only to teach technical aspects of tools but also to be a co-worker who can explore and discuss
with learners as a part of learning unit, to foster establishing a trajectory of visitors in becoming a

maker (Brahms & Crowley 2016a).

From the situated learning perspective, newcomers should obtain access to resources and experts in
order to learn practice (Lave & Wenger 1991). The extent to which a CoP welcomes or sequesters
newcomers is different. Becoming a full member with the same agency as an expert of a CoP means
not only learning how to use a tool but also connecting with the history of the practice and being
familiar with the culture of the community (ibid.); therefore, it takes time to be granted full
membership. When maker spaces are considered as a learning environment in which newcomers and
experts work and learn together, the ways to welcome and accept newcomers and to foster them in
becoming members should be considered (Sheridan et al. 2014). In other words, when a maker space
adopts situated learning then it may facilitate knowledge sharing among members and encourage them
to produce knowledge from the co-working process. Therefore, the relationship between newcomers
and educators (or members of a community of a maker space) and the anticipated learning process of

the maker space will be investigated.

In the next section, I move on to serious leisure theory. I particularly adopt this theory to explain the

motivations of learners because it makes a link of intrinsic motivations of learners to social elements.

3.4.3.2 Serious Leisure: Motivation and Learning

Visiting museums in free time is a voluntary activity. There are various motivation theories/models
that explain why people visit museums (Bourdieu 1984; Csikszentmihalyi & Hermanson 1999; Falk
& Dierking 2013). Serious leisure theory contributes to make a link between motivation and learning
by explaining this voluntary activity as leisure activity from a sociological point of view. In other
words, this theory explains the motivation of those who visit museums constantly as not only from an
intrinsic perspective, but also from a social one. In my research, 1 particularly adopt this theory to
discuss the motivation of participants in crowdsourcing projects of museums. This is because this

theory principally explains well the motivation of volunteering.
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Crowdsourcing® projects; one type of digital museum project can only be completed by the voluntary
participation of the public. The participants and contributors of crowdsourcing projects are volunteers;
they are undertaking the work in their free time and it is basically unpaid labour. Considering
volunteering from the economic definition fails to explain why people engage in unpaid activities,

although they have the option to accept or reject it on their own terms (Stebbins 2009).

Based on the sociological point of view, Stebbins (2001) explains volunteering as a leisure activity.
He sees leisure can be divided into casual leisure and serious leisure. Casual leisure refers to ‘an
immediately, intrinsically rewarding, relatively short-lived pleasurable activity, requiring little or no
special training to enjoy it’ (Stebbins 2001). Most people, when they think of leisure, think of casual
leisure, for example, watching television, while serious leisure refers ‘the systematic pursuit of an
amateur, hobbyist, or career volunteer activity that captivates its participants with its complexity and

many challenges’ (Stebbins 2001).

Stebbins (2009) maintains that the volunteering experience makes participants feel involved in a
community and interact with society as being given social rewards, while also developing their
personal interests in the volunteering area as personal reward. Rotman et al. (2012) further develops
the motivation of volunteers’ and scientists’ involvement in citizen science projects, noting that
volunteers are motivated by a complex framework of factors that change throughout their cycle of
work on a project. The initial decision to participate in a project tends to be more motivated by
personal interests, while the ensuing decision to continue their engagement once an initial task is
completed tends to be influenced by external factors, such as attribution and acknowledgement. As
Rotman et al. (2012) noted, providing feedback and recognising volunteers’ contributions to projects
and research can maintain participants’ interest and attention. This may allow participants at all levels

to feel like full members based on a CoP theory perspective (Wenger 1998).

Yet in terms of crowdsourcing projects, the most important issue can be building trust into the existing
power balance between experts and volunteers (Rotman et al. 2012). Although such projects tend to
allow the public to actively participate and empower their agency, it is also important for museums to
ensure the quality of data that the public provide. In many crowdsourcing projects, activities limit
participants to collecting data for research which experts set, rather than inviting the public into all

research areas in order to co-create it together (ibid.).

Therefore, I will look at the extent to which museums empower participants of crowdsourcing

projects to produce knowledge (e.g. analysing data, creating contents) and how museums nurture the

6 Crowdsourcing projects are defined as ‘the act of a company or institutions taking a function once performed by
employees and outsourcing it to an undefined network of people in the form of an open call’ (Howe 2006).
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volunteers working on a project to become members of a community. This can be linked to new
museology if museums perceive the public as co-workers who also have the authority to produce

content as museums do.

In the sections above, I discussed learning approaches, which consider and study the ways in which
learners develop their knowledge and skills. In the next section, I turn to critical pedagogy, which
rethinks what knowledge is taught (e.g. the curriculum) and for what purpose knowledge it is
constructed. Critical pedagogy also addresses structures of power that exist within society and
institutions like museums. This is related to new museology in terms of what aspects of knowledge
are selected and presented in museums, for what reasons, and from whose point of view. With critical
pedagogy, we can see which actors’ voices are included in museums and which are not. The following

section is also linked to the ways to adopt this pedagogy in digital museum projects.

3.4.4 Critical Pedagogy

Critical pedagogy was developed by critics of schooling and its content, which is considered to be
structured in order to present and maintain existing unequal social orders (Darder et al. 2009).
Advocates of critical pedagogy, including Henry Giroux and Paulo Freire, hold that the development
of human cognition can be understood through the relationship between sociohistorical contexts and
individuals’ thought and actions (Vossoughi & Gutiérrez 2017). Although they understand that human
development can be expanded by using tools, similar to Vygotsky and his followers, they consider
human activity to not be politically neutral. In particular, they raise problems with school education,
referring to it as ‘banking education’, whereby teachers deposit knowledge in the heads of students.
They also argue that the knowledge taught in school often helps to represent and reproduce unequal
social conditions. Thus, students are only perceived as focusing on memorising facts which are
believed to be true, rather than encouraging alternative possible perspectives (Darder et al. 2009).
Advocates of critical pedagogy place an emphasis on identifying dominant cultural myths, which are
told and celebrated without any doubts or reflecting critically on the ways they are presented, which

may ignore or marginalise other cultures (Darder et al. 2009).

In terms of how knowledge is produced, critical pedagogy holds that knowledge is constructed and
the role of teachers is in engaging leaners to actively construct knowledge, just as Vygotsky
considered teachers to be facilitators (Vossoughi & Gutiérrez 2017). However, Freire and Macedo are
aware of teachers’ political responsibility and contend that ‘the educator who dares to teach has to
stimulate learners to live a critically conscious presence in the pedagogical and historical process’
(1995, p.379). Therefore, teachers and students are supposed to work within a dialogical relationship,

for example, through conversation and debate, in order to produce knowledge via an active process.
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Lindauer (2007) linked critical pedagogy to new museology and museum exhibition development by
focusing on the social role of museums. Because critical pedagogy sees knowledge as not being
neutral but which can be interpreted with multiple meanings, depending on the different cultural
backgrounds of the learners, museum exhibitions, which adopt critical points of view on knowledge
production and presentation, can exemplify new museology. From a critical pedagogy point of view,
she analysed exhibitions presented in the US, and showed that many of the written text panels have
dominant (white male) cultural points of view. As an alternative approach, she suggests using a
language of hope (e.g. implicitly enquiring, ‘what do you think?”), as well as a language of critique.
This is likely to echo Witcomb’s (2013) suggestion for using affective forms of knowledge when
producing a critical pedagogy for history museums. With examples of history exhibitions in
Australian museums, she postulates art works as interpretation methods that can contribute to visitors
critically thinking through an emotional and imaginary experience. The element of surprise with art
works can foster them recognising something (e.g. the past believed to be factual) from different

angles (ibid.).

Linking to my research, digital elements have a positive potential to actualise critical pedagogy in
museum settings because it is relatively easy to set the digital environment so that it allows visitors to
produce alternative knowledge and present their own thoughts about the content provided by
museums and share them with others to continue the conversation. Multiple meanings on the same
content can be accepted and exist within the digital environment. Therefore, in my research, I will
look at content and the interpretation of digital projects from the critical pedagogy point of view, and
examine the extent to which museums allow and accept various points of view on knowledge in terms
of race, gender, class and other aspects of identity. This can also be associated with the extent to

which visitors as actors are allowed to produce knowledge.

In the next section, lastly, digital games will be discussed regarding informal learning. Because of the
context of my research, which investigates digital culture in museums, the rise of the development of
digital games in the museum context is very important. For example, many museums have adopted
game-like approaches for digital exhibits, and the development of online/mobile digital games also
has been increased in museum contexts. This is why I have a separate section for digital games,
although I have realised that it is not quite at the same level with the rest of the sections of this chapter.

I just wanted to highlight digital games in the museum context as one type of digital offering.

3.4.5 Digital Games in Learning

Museums can embrace digital technology through the creation of digital games. A game-like approach

can be found in gallery exhibits, as well as online and mobile games. Recently, games and
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gamification’ have been considered as ‘important developments in technology for museum education
and interpretation’ (NMC 2015). In this section, I will look at what features of digital games bring
about benefits as a learning method and what type of museum games can be considered to be a good

game, before linking gaming to learning theories.

A game can be defined as ‘a system in which players engage in an artificial conflict, defined by rules,
that results in a quantifiable outcome’® (Salen & Zimmerman 2004). In the cultural heritage and
museums sector, various types of digital games are developed, from complicated strategy games to
simple puzzle games (Mortara et al. 2014). Although each museum game has different goals, Birchall
et al. (2012) found some common objectives between museum games, including increasing brand
awareness for a museum, enticing non-visitors to come to a museum, engaging players with museum
themes or collections, encouraging visitors to a museum to familiarise themselves with the institution
and exhibitions, deepening enjoyment at a museum, deepening observations of collections and

exhibition subject matter, and changing visitor behaviour in some way.

Schaller (2014) categorises museum games into two types: extrinsic games, for example, pattern
matching and memory skills games that separate game content and gameplay, and intrinsic games,
where the game mechanics organically represent the content. Game approaches may reflect a
museum’s learning goals. For example, if museums intend game players to learn details from
artworks, such as subject, style, and colours, through concentrated observation, the extrinsic approach
could be adopted to develop players’ visual skills (Schaller 2014). Similar to Schaller, Whitton (2014)
interprets digital games which direct players to acquire facts and information, as adopting
behaviourism learning theories, because memorisation and recall activities are main aim of the game.
This type of game is easy to design and build, and it is less problematic to evaluate the intended
learning goals (Whitton 2014). Games that adopt constructivism learning and understand players as
actors can create an engaging and critical learning experience, and encourage reflective talks after the
playing the game (Whitton 2014; Gee 2007). Moreover, game players tend to remember more
knowledge related to task completion than information directly provided by a game (Mortara et al.

2014).

Digital games are perceived as an effective learning environment. Games not only adopt a level
system of players and reward them differently as extrinsic motivators, but also good digital games

allow players to be active producers who can customise their own learning experience (Gee 2007).

7 ‘Gamification’ refers to ‘the use of game mechanics in traditionally nongame activities’ (Jagoda 2013).

8 By following the definition of a game provided by Salen and Zimmerman (2004), | consider all puzzles are a
special type of game, although they only allow limited answers. Open-ended games, such as role-playing games,
can also be games depending on how quantifiable outcomes are framed.
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Because games provide virtual contexts in which players are situated and need to deal with, they are
likely to analyse information, develop strategies, and apply skills to solve the problems they encounter
(Whitton 2014). Unlike real situations, a virtual game context is also a safe place to try challenges,
and players learn gradually from failures, thereby increasing their competence (Gee 2007, p.122).
Remixing and reproducing is another benefit of games in developing players’ creativity (Whitton
2014). Cooperation and competition are easily found in gameplay, and these types of social elements

of gameplay further help players to learn (Gee 2007; Whitton 2014).

Digital games that are developed by museums tend to have educational purposes. In this research, |
consider digital games as one type of digital projects that are designed to facilitate visitors’ museum

experience based on museums’ learning philosophy.

3.5 Summary

In Chapter 3, I, firstly reviewed the change of museology from old museology, which focuses on
museum objects, to new museology, which considers the public at the central of museums. Although
there are several challenges to implementing a new museology, contemporary society requires
museums to play an educational role and to have social value; therefore, I argue that museums must
actualise a new museology by practising in critical and democratic ways. The ways in which museums
actualise museology can be captured by analysing their practices with communication and learning
theories. Throughout Section 3.3 and 3.4, I discuss communication and learning theories in order to
provide a theoretical framework with which to understand the underpinning assumptions during the
development of digital museum projects. For instance, if a museum considers visitors to be active
learners and co-producers, with agency to construct their own meanings, then its digital projects can

offer visitors more opportunities to participate in the meaning-making process.

I adopt a cultural approach of communication, and sociocultural learning theories and social
constructivism, as these understand human activity as an integral system of the individual and the
social, and are appropriate for facilitating museum-based learning and implementing new museology.
These approaches have been clearly linked to the theoretical framework developed in Chapter 2
indeed. This is because ANT, activity theory and CoP theory, which were discussed in Chapter 2, also
see a society as complicatedly networked systems that the collective and the individual are
interconnected. Therefore, these two frameworks well support my perspective on museums and
individuals as not only independent and having agency, but also as being socially shaped and

interconnected with each other.
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There may be a gap between museum practice and museum literature, based on theories. In addition,
various education theories may be combined within museum practices, rather than only choosing one
theory. The underpinning theory of digital museum projects can be uncovered through examining the
human actors who have been involved in a project. Interviews with museum practitioners will reveal
their thoughts and thinking about knowledge and learning, and enable an analysis of the

communication and education theories that underpin digital museum projects.

Overall, the theoretical frameworks developed in Chapters 2 and 3 takes a complementary approach in
order to investigate different aspects of the digital network of museums. The framework developed in
Chapter 2 with ANT, activity theory, and CoP theory guides me to identify relevant actors and their
roles, and to understand their relationships regarding digital museum projects. While, the framework
developed in Chapter 3 with communication and learning theories helps me answer why the projects
are developed a certain direction. In other words, a digital project might be shaped due to its
sociocultural context and the human and non-human actors involved in its development process. This
holistic approach can provide a better understanding of museums functioning within a rapidly

changing society.
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Chapter 4 - Methodology and Methods

This chapter outlines the methodological approach and methods chosen to address my research
questions (see Section 1.2). It clarifies why a qualitative and collective case study was appropriate to
the research and how cases were selected. The research design and data collection methods used to
answer the questions are also explained. Based on the theoretical frameworks discussed in Chapters 2
and 3, analytical frameworks were developed and they are presented in this chapter. Finally, the
ethical issues of concern during the research, and the contributions and limitations of the study from a

methodological perspective, are explained at the end of this chapter.

4.1 Qualitative Approach

As presented in the above section, my study attempts to understand the social and cultural factors
interconnecting (or not interconnecting) with museums in the digital age, and how these have
influenced digital museum projects, in order to implement new museology. My theoretical framework
recognises various potential actors who might have affected the projects and provides an
understanding of human consciousness and activity influenced not only by the individual but also the
collective. Therefore, it was crucial to ensure that my methodology and methods enabled me to

investigate these complicated interconnected situations of museums and museum practitioners.

Consequently, I adopted a qualitative methodology, which is appropriate for understanding ‘holistic’
and ‘complicated’ contexts (Mason 2002). It also enables the researcher to deeply explore precise
matters, such as people’s understandings and interactions in their particular contexts (Mason 2002;
Silverman 2005). These understandings are, however, from the interpretivist approach, which seeks
subjective meaning and individuals’ perceptions of the external world (Mason 2002). Taking an
interpretivist stance helped me reconstruct and understand the stories behind digital museum projects
and their connections to social and cultural factors, as well as the influence of individual museum

practitioners.

However, a key challenge that interpretivist researchers face is that their studies should be trustworthy
(Guba 1981; Silverman 2014). Regarding this issue, Guba (1981) proposed four criteria: credibility,
transferability, dependability, and confirmability, which qualitative researchers should consider. I
adopted the strategies that Shenton (2004) suggested, based on Guba’s criteria, to make my research
more trustworthy. The first criterion, credibility, means the findings of a particular inquiry should be

the ‘truth’ in the context in which the inquiry was undertaken (Guba 1981). To ensure this, I followed
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systemically designed research processes in five stages, and I also attempted to reduce the
shortcomings of using one method by using three different methods for data collection. This is
explained in detail in Section 4.2. I also made preliminary visits to the case museums and conducted a
pilot study to develop early familiarity with the culture of the museums. The study of multiple cases,
which I adopted, is also one of the ways to enhance credibility by building in variation (Corbin &
Strauss 2008, p.306; Stake 2005, p.459). During the data analysis process, I also revisited my data
several times to confirm my findings. The second criterion, transferability, seeks to determine the
extent to which the findings of one study can be applied to other situations (Guba 1981). Qualitative
research, including mine, is carried out in a specific context and a period of time. Therefore, to give
readers a proper understanding, and to enable them to compare the findings with those they have in
their own situations, sufficient contextual information about the methodology and the cases
researched should be offered. I have attempted to provide rich information about the case study
methodology I adopted and the methods I used to collect data in the following sections, and thick
description regarding the case museums is presented in the finding chapters. Dependability, the third
criterion, means that research should enable a future researcher to repeat the work (Guba 1981). For
this, I present in detail in the text every step of the research I conducted. Finally, to enhance
confirmability, qualitative researchers are recommended to check and recheck their findings with
others. Although the intrusion of the researcher’s biases is inevitable, these biases can be reduced via
confirmation of one’s findings by others. I had regular meetings with my primary and secondary
supervisors throughout the research process, and the comments they gave me are reflected in this
study. Moreover, the experience of delivering a presentation and a poster in conferences also helped
me validate my interpretation and findings by obtaining feedback from researchers and museum
professionals, especially regarding the power relationship between governments and museums and
how this shapes digital museum practices. By doing so, I attempted to decrease any potential biases,
while 1 was also aware of my predispositions stemming from my professional identity and

sociocultural background.

The following subsections further explain why I adopted case study methodology and discusses the

methods I used to collect data.

4.1.1 Qualitative Case Study

I adopted a qualitative case study approach that strongly supports naturalistic, holistic, cultural or
phenomenological interests (Stake 2005). Yin (2009, pp.8—14) provided precise guide lines about
when to use a case study. According to him, a case study can be considered when the main research
questions are ‘how’ and ‘why’ forms; researchers do not wish to control participant behaviours; and

the research focuses on contemporary events. While ethnography requires the researcher entering into
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the particular settings for a period in order to observe people and their surroundings (Tedlock 2000), a
case study with various methods, such as secondary data, interviews and visual data, allows
researchers to understand the case. A case study was, therefore, a suitable approach for my research
because of the forms of the research questions, and because of the concentration on the continuous
situation in museums regarding digital culture. Nor did my research require any control of behavioural

events, but rather examined the current contexts of museums and museum practitioners.

More specifically, [ adopted a multiple case study methodology in which a number of cases are jointly
studied to inquire into phenomena, populations or general conditions (Stake 2005). The cases are
chosen because it is believed that understanding them will lead to a better understanding (or theorising)
about larger cases (ibid.). In the following sections, I explain the reasons I selected the two countries,
Korea and the UK, three national museums in each country, and the process and reasons I chose the

digital projects of the museums.

I generally started from the Korean case museums at each research stage because I, as a Korean
researcher, was more familiar with the museums and their sociocultural contexts. The experience of
data collection in the Korean museums guided me to deal with the UK cases efficiently, although I
also needed different approaches to collect data in the UK cases, especially for interview data (see
Section 4.2.4). Of course, during the research, I was concerned with my own inherent biases, which
are crucial for interpretivist researchers to be aware of (Corbin & Strauss 2008, p.303). My identity as
a Korean made it easier for me to gain access to, and build rapport with, Korean museum practitioners
during interviews. Yet, this identity may cause an unequal perspective concerning the Korean and UK

cases also.

I am also in between two key CoP: museum sectors (I worked in a museum as a curator) and digital
ones (I worked in a software firm as a computer science and engineer undergraduate). Inevitably,
having been within the boundaries of the two communities may have influenced my research and a
certain way of thinking about museums in the digital age. Conversely, my multiple memberships
facilitated my critically considering the relationship of museums with the digital world. They also
gave me an advantage when interviewing museum practitioners, especially digital experts who have a
computer engineering background. They were more likely to express their opinions once they
perceived me as a museum ‘insider’ with a computer-related academic background. These concerns

and awareness were addressed throughout the research process.

Additionally, case study researchers are recommended to follow systemically designed processes in
order to make the research more trustworthy and stable (Mason 2002; Yin 2009). Regarding this, the
process of data collection and data analysis for this research was divided into five stages. The process,

however, was not linear. It can be open, dynamic and circular (Yin 2009). I therefore went back and
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forth between the stages, if necessary. The research design and data collection process is explained in

Section 4.2, following the explanation of the cases selecting process.

4.1.2 Criteria for Selecting the Two Case Study Countries

The reasons I chose Korea and the UK stem from my personal background and the social contexts of
these two countries. First, being a Korean researcher, and having worked in a children’s museum near
Seoul as a curator, [ was involved in a permanent exhibition development project, which included
curating hands-on (mechanical and digital) exhibits. Various digital exhibits, for instance digital
games and short video animations, were developed during that time. Additionally, my academic
background as a graduate in an interdisciplinary department of Culture Technology at Master’s level,
and in computer science and engineering at undergraduate level, led to me having further research

interests in the meaningful uses of technology in informal learning settings, such as museums.

Second, the Korean government, which provides the bulk of the financial support for its national
museums, has frequently referred to the UK as a leading example of innovative cultural policies,
creative industries and museum practices. For example, the annual plan document, published by the
Ministry of Culture, Sports and Tourism in February 2014, mentioned the Arts Council England (ACE)
strategy document, Achieving Great Art for Everyone (2010), as providing common ground for culture
policy in the twenty-first century. This provided a good basis for comparing Korean museums and
those in the UK. Thus, I decided to conduct my PhD research in the UK to investigate the UK cases

more efficiently.

Digital culture increasingly impacts our lives. The cases of the museums of Korea, which is an
advanced, technology-friendly country, could provide new insights into how to address the digital
experience. However, engaging the public in museums might be less related to the extent to which
innovative digital technology is adopted in the museums, and more about the communication and
learning theories embedded in the projects. That is why Korean national museums seem to have
struggled to employ digital technology to satisfy the various actors. Therefore, it is interesting to
investigate how museums have performed with various actors to facilitate museum visitor experience.
The case studies could also be beneficial for understanding the relationship between museums and
actors, especially the power and impact of government bodies on museums (Research Questions 1-1,

1-2 and 1-4).

The context of national museums in Korea and the UK is explained at the beginning of Chapters 5 and

8, before the case museums are discussed.
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4.1.3 Criteria for Selecting Case Museums

In collective cases, Yin explained the concept of ‘replication’ design as an opposite of ‘sampling’
design (Yin 2009, pp.53—54). When researchers select cases, the cases must have either 1) predicted
similar results (a literal replication), or 2) predicted contrasting results but for anticipatable reasons (a
theoretical replication). Thus, multiple cases are not to be similar to the multiple respondents in a

survey. They should be justified in why they are selected.

In my research, I selected three large national museums in each country. Because I categorised
government as one of the important actors, I investigated the impact of government policy on the
embracing of digital technology in museums (Research Question 1-1). Thus, national museums are
regarded as having stronger connections with central government policy, especially in Korea, than
local authority/university/private museums. Also, national museums generally have stable annual
budgets and professional staff. These conditions might make the museums able to reflect new

phenomena of digital culture.

In the case of Korea, according to the Museum and Art Gallery Support Act, the National Museum of
Korea (NMK) and the National Museum of Modern and Contemporary Art (MMCA) are officially
stated as representative national museums. Thus, I focused on what this official description means. In
general, however, science is one of the most popular subjects for museums. Therefore, a national
science museum, the Gwacheon National Science Museum (GSM) near Seoul, was selected. Because
both the MMCA and the NMK are in Seoul, the science museum was selected for the efficient
collection of data. Based on these Korean national museums, I decided upon three UK national
museums — Tate Modern, the British Museum (BM), and the Science Museum (SML), all in London —
whose subjects are similar to the Korean ones. In particular, the Wellcome Wing’s exhibitions in the
SML, which have been planned to present contemporary science and technology, were chosen to
reflect the GSM’s subject matter. Finally, the case museums chosen in this research are presented

below in Table 1.

Main Subject Korea UK
Modern / National Museum of Modern and
Tate Modern
Contemporary Art Contemporary Art (MMCA)
History / .
National Museum of Korea (NMK) British Museum (BM)
Archaeology
Science and Gwacheon National Science Museum )
Science Museum, London (SML)
Technology (GSM)

Table 1: Case Museums
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4.1.4 Criteria for Selecting Digital Projects in the Museums

The cases are the six museums chosen and presented in the previous section. To determine the extent
to which the museums’ practice has evolved to accommodate digital technology (Research Question
2), however, it was necessary to select digital projects of the museums as examples. Each example has
different unique characteristics, depending on its purpose. Yet, analysing a project alongside other
projects in a museum can provide a holistic understanding of the museum, in terms of why and how
the museum has employed digital technology. Finally, we can understand how the museum has

interconnected with other social systems in the digital age.

Digital museum projects can mean a range of different types of projects embracing digital technology.
In this research, digital museum projects broadly refer to any projects that visitors can interact with,
are digitally originated and digitised museum resources through digital media, for instance, personal
computers, smartphones, tablets and screens in and beyond the walls of museums. The ‘case’ in case
studies should be specific and bounded (Stake 2005), and in order to be analysed, it should be
bounded in terms of time and place (Creswell 2014), time and activity (Stake 1995), and definition
and context (Miles & Huberman 1994). When screening the websites and annual reports of the
museums published since 1990, I found many digital projects with the potential to be chosen. I then

narrowed them down using three aspects.

First, I chose digital museum projects from a visitor perspective rather than from management
purposes. This is because my research interests more relate to visitor experience with digital
technology (see Section 1.2, Research Question 1) rather than behind-the-scenes digital technology.
Therefore, any projects that focused purely on management, such as ticketing systems, and behind-
the-scenes digital systems used in workplaces, for instance, infrastructure and digital communication
methods among internal museums staff, were excluded. Also, those projects developed for their own
sake, such as digital artworks, were not addressed. However, if a digital artwork was displayed for

visitor engagement and functioned as an engaging element, it was included.

Second, digital projects that were ‘recently’ developed and launched were chosen. Because my
research motivation began from understanding current museums’ circumstances, recent projects are
more relevant to my research interests. Moreover, analysing the projects is associated with the
investigation of what internal museum organisational changes have been made recently, and their
impact on digital projects. Furthermore, there is a practical reason I decided to examine recent

projects. I intended to look at and use them by myself directly if I had time, and if I could access them.
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I expected that this could provide me a chance to analyse them from my point of view without filters.

Therefore, the projects that I could not access and collect data from were excluded.

Third, if projects were developed in third-party service, such as Facebook, Twitter and Minecraft, they
were not selected. Although museums might have actively been involved in the projects, and social
media is one of important issues regarding digital museums, they might have only used the predefined

functions of the existing service, rather than developing new elements for the museums’ own purpose.

4.1.4.1 Six Categories

There are various types of digital museum projects, and these may be extended further with new
technology in the future. With respect to museum visitor experience, I categorised the digital projects
based on a journey of museum visitors as mobile learners who are continually on the move (Sharpies
et al. 2007). Based on a holistic approach to communication (see Section 3.3.4), the museum
communication process can begin from any place in which visitors meet museum content. It is
therefore necessary to consider not only static/situated digital projects in the physical space of
museums, but also mobile projects that can be used regardless of the place where users are. Although
the existence of virtual space on the internet seems to be equally important, and activities and projects
on the internet have increased, museums, unlike other mass media, have a physical space that visitors
can visit and communicate face-to-face in. This is why I covered and started the digital projects in the

physical space of museums.

Table 2 presents the digital projects selected in each case museum. First, the digital projects are
divided into two parts: static/situated and mobile. The projects grouped into the first category are
fixed and situated in a certain circumstance in a museum. This does not mean the digital devices
adopted in the projects are installed physically. Some are installed (e.g. digital exhibits) but others
could be portable. The meaning of ‘static/situated’ in this context is that the projects are location-
dependent and only meaningful in the predefined environment in the museum. On the other hand, the
projects grouped into the second category, ‘mobile’, independently exist, regardless of the location of
users. Therefore, informal learning and free-choice learning can happen in any circumstances, such as

at home or on the street with mobile devices.

I then divided the static/situated digital projects into four further categories based on visitors’ physical
journey in a museum: (a) orientation space; (b) in galleries; (c) programmes/events; and (d)
multimedia guides. Museum visitor experience can begin from their arrival at museums.® After

passing through an entrance gate, visitors arrive at an orientation hall. The hall is a space where

9 Of course, museum communication might start before visitors arrive at museums through various media and
previous relevant experience. In this research, however, physical environments that can influence museum visitor
experience, such as museum buildings, are exclusive.
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museums can intentionally deliver their current exhibitions, events, etc., as well as where visitors are
potentially motivated to discover the rest of the museum (Cohen et al. 1977; Wolf 1986). Therefore, it
can be said that the hall has an important role for museum visitor experience. All the case museums

have digital elements in their orientation space in some ways.

Visitors then might move in a certain direction and possibly enter a permanent gallery. Most of the
digital projects of the museums can be founded in galleries, although there are differences among the
museums. Visitors then might have a chance to participate in digital programmes/events,'° which are
prescheduled by the museum educators. This category involves both simply using a digital tablet in an
activity, and programmes in a facility that has cutting-edge technology devices. What I would like to

highlight particularly in this category is the role of museum educators.

Many museums have developed multimedia guide systems. Some museums lend their devices to
visitors who pay for it; others have developed downloadable apps. Because of their fundamental
function to provide rich content for museum objects, the multimedia guides tend to take a one-way
communication approach. However, new interactive approaches could be possible with digital

technology.

Next, I then divided the mobile digital projects into two further categories based on the target users:
researchers and children (and young adults). Although it might be difficult to clearly separate between
them, it is also true that digital projects that generally target school pupils are more likely to adopt a
digital game approach. Also, ‘researchers’ refers not only to academic researchers, but also to those
who consider themselves researchers from a serious leisure point of view (see Section 3.4.3.2).
Therefore, it seems worthwhile to divide the projects based on expected main users. I examined all the
digital projects based on an analytical framework, which is discussed in Section 4.3.2, to answer

which communication and learning theories have been adopted (Research Question 2-2).

10 Some examples of category (c) can be considered ‘mobile’. For example, the Digital Maker programmes of
Tate Modern are actually part of Tate Kids. The reasons | include the programmes in category (c) are because
the programmes are planned and prescheduled by the museum rather learners accidentally encounter, and the
role of facilitator of the programme might be important for engaging learners further. Therefore, the programmes
are separated from Tate Kids in category (f).
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Korea

UK

National Museum of Modern

National Museum of

Gwacheon Science Museum

Tate Modern

British Museum (BM)

Science Museum,

and Contemporary Art (MMCA) Korea (NMK) (GSM) London (SML)
-Digital Information Display . . -Digital Drawing Bar N - Digital Signage
a) Orientation Space -Kiosks -Kiosks -Digital Signage
. . -The Worm wall
-MMCA Friends -Timeline of Modern Art
b) Digital Exhibits -AR t -DNA exhibiti
) ) il Xnibl . Curator exhibition 11 -Virtual Autopsy in Early -Wellcome Wing
Static/ -A children’s gallery - Eqvpt qall hibiti
Situated in (in galleries) A children's gallery LICT Experience hall gyptgatery Sxniottions
museums
-Digital | i -Latest t
c) Programmes/ gitallearning programmes N | Samsung Digital atest even
S -Smart Curator -ldea Factory -Digital Maker oi Cent
vents -Art Fab Lab Iscovery Lentre -Coding workshop
d) Multimedia Guides -A mobile guide app -A mobile guide app - -Mobile guides -Audio guide -
e) Online-Research
) -Oegyujanggak Uigwe . . . . .
- ) - -Archive & Access project |-MicroPasts -Craving project
website
(researchers)
Mobile
f)  Online-Learning

(children)

-Online games

-Digital Learning Centre

-Tate Kids

-Time Explorer

-Online games

Table 2: The selection of digital museum projects

11 At Tate Modern, the Bloomberg interactive zone had been developed and offered to visitors when | visited there in early 2013. However, the zone has since been

replaced to create a relaxing place without exhibits.
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4.2 Research Design and Data Collection Methods

While selecting the case study museums, and more intensively afterwards, I collected data to answer
my research questions. A complementary approach was needed to examine different aspects of the
digital ecosystem that the Korean and the UK national museums have associated with, and to compare
the museums of the two countries. Three methods — secondary data, visual data and interviews — were
the main approaches I used for my data collection. They were combined to corroborate each other.
Depending on the research questions and expected data, more suitable methods were adopted. The
data collection and analysis process of this research were divided into five stages that are explained in

the subsections below.

4.2.1 Stage One

First, I considered the propositions of my research questions. A study’s propositions are the directions
in which that researcher should pay attention to answer the research questions (Yin 2009). They could
reflect important theories and come from the literature, personal or professional experience, or
generalisations based on empirical data (ibid.). In the case of my research, because of its exploratory
nature, the propositions mainly stem from my working experience, as well as literature from museum
studies, sociology, learning sciences and general phenomena in museums, as explained in Chapters 2
and 3. In addition, the informal interviews with Korean curators, as a pilot, were conducted at a
personal level to obtain general ideas about my research topic in the Korean context. Based on the
propositions, I aligned the research questions with suitable methods, as presented in Appendix 2.

However, | was always concerned with unpredicted and rival situations throughout the research.

4.2.2 Stage Two (Secondary Data)

Collecting (and analysing) relevant secondary data was the second stage of data collection (and
analysis). Because the data provided general information about the museums, including mission
statements and the context of museums in each country, this was beneficial for me to prepare
interviews and field work. Secondary data are considered a significant source for qualitative
researchers. Documentation is especially recognised as a social factor that is constructed in its society
and organisations that represent a particular reality (Silverman 2014). Thus, documentation should be
understood in its unique context, rather than as true or false facts (ibid.). Moreover, researchers should
understand how documentation is produced, circulated, read, stored and used (Atkinson & Coffey

2011).
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In my research, secondary data produced by the case museums, government bodies, museum
professional bodies, and media were collected mainly as electronic formats via the websites (see
Appendix 3 for the list of secondary data). If the annual reports of the museums were not accessible
via the website, | visited the museums’ libraries and copied the pages needed with the permission
from the museums. I collected the annual reports/reviews of the museums published since 1990
because the internet and personal computers began to become widely available to the public at that
time, and museums also launched their first websites in the mid-1990s. Therefore, I assumed that the
use of digital technology aimed at museum visitors increased, and internal organisational change

might have been made, since 1990 (Research Question 2-1 and 2-3).

During this stage, once I acknowledged the digital projects through the secondary data collected, I
traced potential actors of the projects to identify active actors (humans and nonhumans) based on ANT.
This is associated with finding the ways the actors attracted others for the further extension of their
network and power. Through this, [ was able to describe the dynamics between the actors (Research
Question 1). I also explored the changes in the roles/aims/attitudes of museum stakeholders, regarding
digital technology in the museums, based on activity theory. In addition, internal organisational
changes related to digital practices, for example, a new formulation of departments/teams handling

digital technology in the museums, could be found (Research Question 2-3).

4.2.3 Stage Three (Field Work and Collecting/Generating Visual Data)

Before the interviews, I visited and used the digital projects that the interviewees have been involved
in their development process; this included visiting the physical and virtual space of the museums. It
helped me to understand the projects in depth, so that specific interview questions could be developed
further. However, some projects, and most of the educational programmes, which are categorised as (¢)
in Table 2, I was unable to access due to several reasons, such as a limited time schedule and
unoffered service at the time I conducted the research. For example, the online service Young
Explorer at the BM was not accessible at certain times in 2014/15, when the museum restructured its

website. In those cases, I attempted to collect more secondary data and interview data.

During the field work, I also collected/generated visual data, for example, photographs of digital
projects. In the past decade, interest in ‘the visual’ as research data has increased in interdisciplinary
academic discourses, as well as the social sciences and humanities (Mason 2002; Banks 2007;
Emmison 2011; Pink 2013). In particular, it could have much potential and possibility in terms of a
study of museums mainly based on visual culture. Furthermore, visual data provided me with

different types of data beyond self-report methods.
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In my research, the visual data were mainly employed to answer the Research Questions 2-1 and 2-2,
which investigated the types of digital projects and communication and learning theory adopted in the
projects. The visual data used in this research were mainly collected by myself, but some images and
photographs taken by the museums were also collected if necessary. In some cases, especially when I
could not find any relevant images on the museums’ websites, | asked the interviewees if they can
share images of digital museum projects. Visual images are expected to help readers understand better
how the digital projects function, rather than only providing a verbal explanation. They also provide

the contexts that projects were located in, both physical and virtual contexts.

4.2.4 Stage Four (Interviews)

My research investigated the museums as complex institutions, where various actors interconnected. I
considered museum practitioners as one of important group of actors by adopting activity theory (see
Section 2.4). To know their perspectives and attitudes on digital technology, and how they have

worked with other actors to develop the digital projects, it was necessary to interview them.

Interviewing is a widely-adopted method for qualitative researchers (Silverman 2014). The reasons
that many qualitative researchers use interviews vary by research topic, which makes it possible for
interviewees to speak directly about the topics (ibid.). Thus, researchers can explore the voices and

experiences of the interviewees.

I adopted semi-structured interview methods with interview themes that are explained in the following
subsection. My interviewees mainly included museum practitioners, but also a researcher and a senior
member of staff in a culture organisation. The profiles of all the interviewees are presented in
Appendix 5. To anonymise the interviewees, I assigned a code to each of them using a combination of
the name of the museums (ex. MMCA) and an identifier (ex. A, B). For instance, MMCA_A, refers to
an interviewee I conducted an interview with in the MMCA. This form is used throughout this thesis
when I refer to my interview data. Overall, I conducted 36 interviews, 21 in Korea and 15 in the UK.
Most of the interviews were conducted one-to-one, except in two cases, and were face-to-face, except
one interview, which was done via Skype. Because museum practitioners have a responsibility to
fulfil the work of museum, they can be a significant actor who can connect to other actors. Thus, my
primary interviews began with museum practitioners. With the snowballing technique, which is useful
for gathering interviewees through the identification of an initial subject who is then used to provide
the names of other actors (Atkinson & Flint 2004), I asked the interviewees for more contacts who

might be relevant to my research.
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Meanwhile, I identified possible interviewees, who might have been involved in the digital projects I
selected, using several methods. In the Korean cases, organisation charts of the museums and brief job
descriptions of each museum practitioner with official contact numbers can easily be found on the
museums’ websites. If I could find their official email addresses, I initially sent emails to them with a

brief explanation on my research. My personal connecting points also helped me to access them.

For the UK case museums, however, that kind of information was not openly available on their
websites. So, I then referred to publications, such as the museums’ blogs, press releases, conference
proceedings, papers and annual reports, to identify relevant museum practitioners for the digital
projects. After having identified potential interviewees, I sent emails to them to introduce my research
and attempted to conduct interviews, but it was hard to obtain responses from them. Thus, I changed
my strategies to contact them. I attended museum conferences, seminars and events whose topics
were relevant to my research, expecting to have a chance to meet potential interviewees. In fact, some
of the potential interviewees were speakers and delivered presentations. I was able to approach the
potential interviewees personally and interview schedules could be arranged. After having an
interview in a museum, finding the next interviewee in the museum was easier with the snowball
technique. For example, in the case of Tate Modern, an interviewee invited me to attend an internal
meeting of the Digital Learning Group. She introduced me to other members of the group, so the next
step to approaching potential interviewees did not take much time. In some cases, I also collected
interview data recorded/written by other researchers, with the interviewees, and relevant to my

research®?, It also helped me to develop my interview questions more precisely.

At the beginning of the interviews, | showed interviewees a diagram that helped explain my research
and helped them to recall and think about the development process of the digital project, involved
stakeholders, and other relevant elements. The interviews lasted just under one hour, and generally
took place in a quiet space, such as a meeting room in the museum. Most of the interviews were
recorded using a digital voice recorder with the permission by the interviewees. During or after the
interviews, if the interviewee had time, the interviewee and I went to look at the digital project
together. Further conversation and discussion could be made and recorded during this visit.
Sometimes I took photographs of the digital projects into the interviews. The images helped the
interviewees recall the project with more certainty. In the Korean museum cases, my work experience
helped the interviewees develop a rapport with me; while language barrier could be an issue in the UK

cases. After the interviews, any relevant documents provided by the interviewees were collected.

12| discovered the interview data that researchers shared on the internet, for instance, the INTK’'s web site
(http://www.intk.com/en/ideas/interviews). | did not analyse the data, but they indirectly/directly helped me prepare
the interviews.
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4.2.4.1 Interview Themes

The interview themes were developed based on the theoretical framework, and are divided into seven
categories (see Appendix 4 for details). They are mainly based on the seven elements of activity
theory (Engestrom 2015): subject, object, tool, community, rule, division of labour and outcome,
while ANT, CoP theory and communication and learning theories are partially adopted. These

interview themes were also used as an analytical framework later.

Theme 1 — the context of museum practitioners: This theme focuses on understanding the personal
(sub-theme 1-1) and societal contexts (sub-theme 1-2) of museum practitioners. In terms of the
personal context of museum practitioners, their profile, identity and work experience were dealt with.
The ways they develop their professionalism can be understood with CoP theory. In terms of their
societal contexts, the expected or forced work of museums, and their qualification as a museum
practitioner were investigated. These aspects were also linked to other actors, for example, the
government and sponsors from an ANT point of view, because this could be in a process to extend

their network to others.

Theme 2 — the object of the activity: This is to find the purpose and motivation of the digital projects
that the museum practitioners have planned or already done. This could be further understood by

using communication and learning theories.

Theme 3 — mediating artefacts: This defines the digital technology the museum practitioner has
employed (technological tools) and the museology underpinning the digital projects (psychological
tools). I asked interviewees about the significant functions and features of the digital tools. This could
be the point that digital technology as an actor, from an ANT point of view, attracts and negotiates

with human actors to adopt it in their projects.

Theme 4 — community: This theme concerns the link between museums and internal and external
human actors. I attempted to determine which were strong/hidden/non-actors, and their relationships
with/among others. During the development process of digital projects, some actors’ power might
extend, while others are excluded. This can be understood with the translation of ANT, the network
building process and OPP that every actor should pass to achieve their goals. Also, I can understand
which devices were used by the actor to keep attracting other actors (members of the community) in
its network. The sub-theme ‘relations (4-1)’ with community can be understood with CoP and

communication theories.
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Theme 5 — rules: Rules are sets of conditions that a museum practitioner must abide by when doing an
activity. For example, these may include the decision-making process, budget and policy. A point of

view of CoP can be associated with understanding organisational culture.

Theme 6 — division of labour: This theme is concerned with the ways the community works together
to fulfil their roles as distributed/expected. Depending on the change of actor network, the roles could
be changed. The sub-theme ‘social learning (6-1)’ specifically seeks the roles of museum professional
bodies that are assumed to provide opportunities for museum practitioners to develop their skills

relevant to their practices. This aspect can be linked to CoP.

Theme 7 — ultimate goals/values/beliefs: This concerns the broader purpose of the activity. Museum

practitioners may carry out their work in line with the museum’s overall vision.

4.2.5 Stage Five

The final components suggested by Yin (2009) for case study research design are the logic linking the
data to the prepositions, and the criteria for interpreting the findings. These components can be better
developed in the data analysis step (ibid.). In the design phase, however, being aware of the main
choices of analytic techniques for linking the data to the propositions is recommended (ibid.). I linked
my data to the prepositions by using matching patterns based on the theoretical frameworks presented
in Chapters 2 and 3. Nonetheless, some research questions, for example, Research Question 2-1, can

be answered by analysing time-series data to find the digital projects developed in the museums.

4.3 Data Analysis

The data analysis of this research was mainly driven by the literature, which was discussed in
Chapters 2 and 3. Two different analytical frameworks were required to relate to the theoretical
frameworks. The interview themes presented in Section 4.2.4.1 were used as an analytical framework
to determine the relationships of the museums with actors (generally concerning Research Question 1),
while I developed another analytical framework to answer Research Questions 2-2 and 3-3, which
consider the communication and learning approaches of digital projects. The analytical frameworks

are discussed in the following subsections.

Data analysis began with coding based on the analytical frameworks. The transcribed interview data
and secondary data (e.g. documents) were partially coded using NVivo. NVivo, one of leading

software packages for the analysis of qualitative data, enables researchers to synthesise data into
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interconnected categories. Also, it enabled me to create a hierarchical structure of categories. For
example, under the category ‘community’, I developed the following subcategories: government,
digital industry, public, etc. Although I drew my main categories from the frameworks, their

subcategories were reshaped several times during data analysis process.

There were several practical reasons why I partially used the software in the data analysis. First, some
secondary data I collected is not in a digital format. Thus, the additional step of digitising the data was
needed to use the software. Also, some documents did not work appropriately in NVivo because of a
technical issue recognising Korean in documents. Using software in qualitative research can bring
many benefits (Weitzman 2000); however, this does not mean that the research is systemically done
only with software (ibid.). Although I coded also by hand with colour pens and markers, [ maintained

the analytical categories and indicators throughout the data analysis process.

4.3.1 Analytical Framework 1: The Relationships Between Museums and Actors

The analytical framework regarding the relationship between the museums and actors (generally
Research Question 1) was basically developed from the interview themes presented in Section 4.2.4.1.

Each interview theme became the main analytical categories along with several subcategories.

The analysis of the relationship of museums and their actors is presented in the first section of each
museum’s chapter. Also, as a summary of the analysis, actor-network maps for each museum, for
example, Figure 4.1, were developed from my data analysis. By tracing their network, I identified
relevant actors, not only human actors and organisations, but also non-human actors, and presented
them in the maps. The lines between actors indicate their connection. This visualisation is supposed to
make it easy to acknowledge the actors associated and mentioned in text, and to compare them with

other networks, especially to answer Research Question 3-1.
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Figure 4.1 Actor-Network map of the MMCA

4.3.2 Analytical Framework 2: For the Digital Projects

To answer the research questions about the types of digital projects developed by the museums
(Research Question 2-1) and the communication and learning approaches adopted in them (Research
Questions 2-2 and 3-3), first, a six-phase process by Parry and Sawyer (2005), discussed in Section

2.2.1, was adopted as a guideline.

After reviewing the past digital projects, I then investigated seven aspects of the digital museum
projects I selected above (see Table 2). The seven aspects are: target visitors; the motivations of the
projects; active/hidden actors during the development process (community); the roles of the actors
(division of labour); intended communication and learning goals and outcomes; activities that visitors
can do with the digital projects; and the highlighted roles of digital technologies. Essentially, these
analytical categories were driven by activity theory (Engestrom 1999), because the activity of
developing digital projects can be influenced by the museum practitioners who take charge of the

projects and his/her circumstance. I attempted to deal with each category in every digital project.

It can be argued that the activities visitors can do with a digital project, the highlighted roles of digital
technology in the project and the expected/intended roles of educators are all associated with the

underlying communication and learning theories of the project. Also, the overall mission and the aims
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of learning of each museum might result in the communication and learning approaches of each
project. Therefore, I developed an analytical framework based on the theoretical framework of
communication and learning theories discussed in Sections 3.3 and 3.4. The categories that Frohberg
et al. (2009) developed to examine the pedagogic role of digital technology also guided me (see page
40 for an explanation of their study). This framework is presented in a table in Appendix 8, and I

explain how I linked the theories and indicators to digital projects, and how I analysed them, below.

A key concept of the transmission model of communication (see Section 3.3.1) is that knowledge is
fixed by message producers (e.g. museums). If the content and knowledge of digital projects is fixed
by museums, and users can only consume it, it can be argued that a transmission model of
communication has been adopted in the projects. In this case, digital technology only has the role to
deliver content, which is produced by museums, to users (visitors). Users are then considered to
passively absorb what they receive through the projects. Thus, the process of knowledge construction
follows a didactic learning approach (see Section 3.4.1). Whereas, when a digital project mainly
concentrates on the provision of the automatic feedback about right/wrong answers, or on the simple
physical reaction, it has taken a behaviourism approach to learning (see Section 3.4.1). In these type
of projects, digital technology is harnessed to interact for control. The transmission model of
communication, the didactic learning approach and the behaviourist approach can also fall into the old,

traditional museology that considers the interpretation of museum objects as objective.

If digital projects deliver less fixed content, and provide learners with more activities, for instance,
exploring the given environment/stories to find out ‘right” answers, these projects might have adopted
a discovery learning approach (see Section 3.4.1). Similarly, some digital projects are designed for
particular groups of people (e.g. experts) for research, and it is expected that only they can correctly
understand the content of the projects. If this is the case, it can be argued that encoding/decoding
communication theory (see Section 3.3.2) has been adopted in these projects. During the development
of the projects, there might be a feedback loop from target audiences to reflect their opinions, as well
as to see if intended messages are delivered well. In this case, we can say that a circular model of
communication has been adopted (see Section 3.3.2). Therefore, digital technology facilitates learners
to assess their own interpretation against the ‘correct’ interpretation intended by museums in these
projects, which are adopted either through discovery learning theory, encoding/decoding theory or a

circular model of communication.

If constructivism learning approaches are adopted in digital projects, digital technology might have a
role to offer users to construct and create their own content that reflects their experience. Particularly

projects based on a cognitive constructivism learning approach may provide many entry points and a
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range of activities; there would be no correct answers predefined (see Sections 3.4.1 and 3.4.2.2). If
the digital technology adopted in a project makes it possible to collaborate or cooperate with others,
and to acknowledge the existence of various points of view on a subject, depending on each learner’s
social/culture background, the projects can be understood through social constructivism (see Section

3.4.2.3).

From a sociocultural learning perspective (see Section 3.4.3), if digital technology is situated within
authentic environments, in which experts fulfil their works and learners are supposed to participate in
expert performances via apprenticeships, for example, maker spaces and lab styles, the underlying
learning theory is situated learning. Furthermore, the motivation of participants in digital projects can
be understood from a serious leisure approach by linking their personal interests to social elements. In
terms of communication theory, similar to social constructivism and sociocultural learning approaches,
if museums consider knowledge can be subjective, depending on the culture that visitors bring with
them, the projects might provide open and diverse interpretations by adopting a cultural approach

towards communication (see Section 3.3.3).

One of the advantages of embracing digital media is that it can store and present a range of content in
various ways. If digital elements are harnessed to present multiple voices and meanings at the same
time, and make it easier for the public to participate in debate and discussion, it can be said that
critical pedagogy has been adopted (see Section 3.4.4). Moreover, digital technology can be embraced
to build immersive environments that influence visitor experience from a holistic communication

approach by museums (see Section 3.3.4).

In sum, the main points addressed are that the intended pedagogical roles of digital technology in the
projects can be unfolded with activities designed for the public. Depending on the extent to which
museums consider the public as active learning participants, the expected roles of educators, and
whether museums consider knowledge to be objective or subjective, the underpinning communication

and learning theories of the projects are different.

4.4 Ethical Concerns

I was concerned with several ethical issues regarding the data collection process before the start of
collection. First, given that my research only involved adults with the full capacity to consent, the
Institute of Archaeology’s Research Ethics Committee waived the need for an ethical review as long

as the interviewees provided informed consent. Therefore, for the interviews, I provided a copy of the
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information sheet (see Appendix 6) and a consent form (see Appendix 7) in Korean or English to
interviewees before starting the interview sessions. All the interviews were conducted in a public
space in museums. Interview data was anonymised; however, museum practitioners could be
identified because of their specific occupation. I took the opportunity to emphasise this to the
interviewees. In terms of secondary data, I collected this mainly from the public domain and in
official ways with permission. In terms of visual data, I only took photographs that were permitted by
the museums. When I selected the photographs I used in my research, I attempted to select ones that
do not include people’s faces in the frame. Also, I considered the ownership of the visual data. When I
needed to use a photo that other people took and published somewhere, such as an annual report, I
contacted the museums and asked the original producer, who holds the copyright, for their approval to

use it for research.

4.5 Contributions and Limitations of the Study from a Methodological

Perspective

In terms of methodological perspective, there are several contributions and limitations of my study.
First, via a qualitative approach, this study provides a holistic understanding of the case museums
using rich data. Selecting cases was necessary and intended to better understand museums in a digital

age. To increase trustworthiness, especially credibility, multiple cases were selected and studied.

Second, adopting three methods for data collection (secondary data, interviews and visual data)
enabled me to address different aspects of digital museum projects. This was also for the purpose of
triangulation, to enhance credibility (Mason 2002). The methods have limitations at the same time,
however. For example, spoken words and written text have limitations when presenting complex and
multi-dimensional social phenomena (Mason 2002). In the case of visual data, although it allows the
researcher to capture the ‘real’ world visibly, an approach using visual data does not produce objective
reality (Pink 2013). It is also a result of selection by the producer. Thus, visual data in my research
might have reflected my subjective point of view. However, it is also true that visual evidence
provides readers with a rich context of digital museum projects so that they can judge the author’s

analysis for themselves.

Finally, interviews with museum staff enabled me to gather their personal perspective and represent
their voices directly, although this self-reporting method has a limitation as it focuses on only the
thoughts and feelings the interviewees are able to articulate. A semi-structured interview method

suited this research well by dealing with specific interview themes as well as encouraging
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interviewees to tell their stories freely. I attempted to conduct interviews with museum practitioners
about all the digital projects chosen for this research. However, I could not do so in some cases due to
the lack of time and no response from the potential interviewees. To analyse these cases, for example,

the multimedia guide of the BM, I referred to relevant secondary data.

In sum, despite several limitations regarding my methodology, this qualitative, multiple case study
methodology, using a combination of three methods (see Appendix 2), enabled me to address and

study the complicated situation that museums face in the digital age.

4.6 Summary

My research methodology was a qualitative case study. Six national museums were selected in Korea
and the UK. Also, the digital projects of each museum were chosen based on the expected visitors’

journey in/out of the museums.

I mainly collected secondary data, visual data and interview data. In terms of analysing data, the
theoretical frameworks explained in Chapters 2 and 3 jointly guided me to develop the analytical
frameworks. While activity theory provided a conceptual framework with seven components I should
address, ANT was specifically employed to understand the progress the network made with museums,
external human actors and digital technology. Furthermore, I explored the relationship among human
actors from a CoP theory point of view. From the projects chosen, I analysed the communication and

learning approaches that the museums might have adopted in general.
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Chapter 5 - National Museum of Modern and Contemporary Art

5.1 Introduction

In Chapters 5 to 10, each chapter covers the findings of an individual case study of a museum. The
selected three national museums of Korea are presented first, followed by the UK cases. The context
of the national museums in Korea is explained in this chapter, followed by the four sections of the
National Museum of Modern and Contemporary Art (MMCA): overview of the museum; identified

actors; digital projects; and summary.

Section 5.2 explains the history, the mission statement, and the learning goals of the MMCA. This
section helps readers to understand the general context of the museum. By analysing its mission
statement and learning goals (outcome in activity theory), the way the museum considers its roles in
society and the museology that underpins the museum practices will be uncovered. This is important
because the museology is a conceptual tool of an activity of museum practitioners (Cole & Engestrom

1993; Engestrom 2015) which affects museum practices (e.g. developing digital projects).

Section 5.3 identifies the dynamics between key actors who have affected museum practices in the
digital age, as well as the power relationship between them, which helps answer Research Questions 1
and 2-3. Furthermore, how the central government and its agency retain their power over the MMCA
and museum practitioners is discussed. The various barriers at the museum which might discourage it
from embracing digital culture are discussed also, for instance, linear working process, curator-
dominated organisational culture, and frequently rotated job positions. The data I analyse in this
section are 55 pieces of secondary data, for example, annual reports and policy papers (see Appendix
3), and interview data generated from six museum staff working at the MMCA and one at a
government agency (see Appendix 5 for their profiles). As noted in Chapter 4, the interviewees are
anonymised for ethical reasons and, in the text, they are referred to using their codes, such as
MMCA_A. As a result of the data analysis, I developed an actor-network map of the MMCA (Figure
5.1).

Section 5.4 further focuses on the analysis of the digital projects of the MMCA, which were selected
based on the criteria presented in Chapter 4 (see Table 2). This section identifies how the power
relationships between actors result in the underpinning communication and learning approaches
adopted in the projects, which help to answer Research Questions 2-1 and 2-2. The recent projects
resulting from collaborative approaches between different professions (e.g. museum educators and

digital experts, artists and engineers) exemplify why boundary activities and brokering (Wenger 1998)
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are important for digital museum projects. Also, how the MMCA can incorporate new museology into
its practices by acknowledging the public as an actor is discussed. The data I analyse in this section
involve visual data regarding the digital projects, mainly generated from my field work, interview
data with those who worked on the projects, and secondary data. Finally, I summarise the findings in

Section 5.5.

Before beginning a discussion on the MMCA case, the section below helps the reader to understand

the overall context of national museums in Korea.

5.1.1 National Museums in Korea

The formation history of national museums in Korea is relatively short. The oldest national museum,
the National Museum of Korea, which is one of my case museums (see Chapter 6 -), was established
in the early twentieth century during the Japanese colonial period (1910-1945), and the number of
national museums increased gradually during the latter part of the century. Several national museum
building projects remain under construction (or are planned to be established). Generally, the
formation and management of national museums have not been community based (bottom-up
approach), but from the government’s museum-building policy strategy (top-down approach) (Park
2012b). Additionally, most of the annual budgets of the museums come from the government. As a

result, the museums might have a strong relationship with the central government’s intention.

The majority of museum practitioners are civil servants with a high level of job security. However,
they are subject to the Decree on the Appointment of Public Officials, so they are regularly rotated to
other teams or government departments, sometimes regardless of expertise. How this matter

negatively affects museum digital projects is further discussed later in this thesis.

Learning departments in the national museums began to be formed only about 30 years ago (Kook
2013a), and discussions and research on museum learning have been growing as the number of
museum learning programmes has increased. However, the work scope of the learning departments is
limited to planning programmes and events in museum classrooms and outreach programmes (ibid.)

rather than broadly being involved in museum projects.

In terms of policies relating to digital technology, these noticeably changed with the new President in
2013. Korean society has been encouraged to become more technologically innovative. The national
museums are supposed to employ innovative digital technology to facilitate the museum visitor
experience, for example, through the formation of maker spaces and by museum collection digitising

projects (Research Question 2-1). Again, these projects are funded by the government; it is rare to find
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private commercial sponsors in the Korean museum sector. The power relationship of the museums

with the government and the role of government as a significant actor are further discussed, below.

5.2 Overview

The MMCA is the only national art museum in Korea. It opened in 1969 in part of Gyeongbokgung, a
palace dating from the Joseon Dynasty era in the centre of Seoul, with the aim of collecting and
exhibiting modern and contemporary art works by Koreans and international artists (MMCA n.d.b).
Now the MMCA consists of three branches; Gwacheon, Deoksugung and Seoul.!® They have
different characteristics with respect to the range of artworks they collect and display; the newest
branch in Seoul is located in a metropolitan area and tends to focus on contemporary art, such as
digital art, while the Gwacheon branch is an art museum devoted to various genres of the visual arts,
such as design, crafts and architecture, and the Deoksugung branch, within a historical site, tends to
focus more on modern artworks (MMCA n.d.c). These different characteristics seem to govern how
the branches have responded to digital culture, and I will further explore the ways they have

associated with other actors in terms of digital technology in the Section 5.3.

According to the MMCA 2015 annual report, it has three missions: it should collect, conserve, exhibit,
and research art works and resources; it should deliver art activities and educate the public in order to
improve their understanding of arts and culture; and it should contribute to the development of Korean
art culture and enable it to become recognised globally through international networks. I postulate that
the first mission follows traditional museology because it targets experts and put objects at the centre
of it, while the second mission focuses more on new museology, in terms of its educational purpose
for the public (see Section 3.2). In addition, the MMCA seems to recognise globalisation in the arts, as
well as representing Korean art. Thus, using these missions as the overall outcome of museum
practices, I have analysed how this museum has embraced digital technology in order to achieve the

missions outlined.

In terms of the overall approach to learning in the MMCA, I could not find any official statements.
However, according to a paper written by a senior member of staff from the MMCA’s learning
department, learning activity in an art museum refers to the ‘active participation of learners that
interpret and understand exhibitions and collections of the museum with their own meaningful ways’

(Cho 2009). Learning not only aims to educate about art but also addresses it as an integrated subject

13 In 1986, the MMCA moved to Gwacheon, which is located close to Seoul, which enabled the MMCA to provide
suitable facilities as an art museum, and more diverse programmes. In 1998, it was extended via a branch
opening at Deoksugung, another palace from the Joseon Dynasty era in Seoul, and in 2013, a third branch in
Seoul was opened.
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and part of cultural education that links art works to the local community, as well as the global society
(ibid.). The MMCA attempts to encourage the public to not only consume art which is produced by
artists but also to make art themselves through constructing a new perspective on the understanding of
others and other cultures (ibid.). Thus, it can be said that social constructivism (Vygotsky 1978)
underpins the overall learning approach by acknowledging the impact of culture on active learners. I
will further investigate how this approach has influenced their digital projects in Section 5.4 after

examining the actors who are interconnected with the projects within the MMCA in following section.

5.3 Identified Actors: Their Network and Roles

There are various types of digital projects within the MMCA, and the related actors vary in the
different projects. Thus, in order to investigate the actors and their network, I began by tracing the
museum practices within the MMCA’s annual reports. [ then explored the way in which actors make,
keep and extend their network, or the reasons why some staff members are not part of the network. As
noted in Chapter 2 and 4, activity theory (Engestrom 2015) was adopted as a conceptual and
analytical framework, which helped me to investigate human activity (e.g. developing digital projects)
with seven elements of it (see Section 2.4.3 and Appendix 4). ANT (Callon 1986; Law 1992; Latour
2005) was used for identifying actors and understanding the ways they construct the network with
others. CoP theory (Wenger 1998; Wenger et al. 2002) was particularly adopted to address how
museum staff learn within and beyond the museum with others and to discuss how their professional
identity affects digital projects. Based on the analysis of my data, I constructed an actor-network map
for the MMCA (Figure 5.1). The key elements of the map, including government bodies, the MMCA,
museum practitioners, digital technology, and the public will be explained in detail in the following

subsections.
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Figure 5.1 Actor-Network map of the MMCA

5.3.1 Government and Government Bodies

This section will cover information about the Korean cultural policy and its impact on museum
practice and public provision in the digital age. The MMCA is operated by the Ministry of Culture,
Sports and Tourism (MCST) and is directly affiliated to the Arts Policy Division in the Arts Bureau.
Because of this structure, the government naturally is an actor in the MMCA and takes several roles,
such as legislator, funder, policy-maker, and administrator. I will explain how the Korean government
has invested in digital projects through laws with strong political wills, as explicit rules in activity
theory (Engestrom 2015) and device of ANT (Callon 1986). By tracing its ways to extend the network,
I will explain the relation between government bodies and the MMCA in the digital age.

The MMCA’s annual report 2014 (pp.264-267) has a subsection entitled ‘informatisation’** in the
section ‘visitor services’. This subsection lists informatisation projects since 1995, and explains how

the MMCA has created them. The mid-1990s is the period when the internet service was widely

14 ‘Informatisation’ in a Korean context has evolved according to relevant policies (NIA 2014a, p.8). The
document, National Informatisation: Past, Present, and Future, explains how the definition of the term evolved
over time (ibid.). From 1975-1986, informatisation only meant employing computer systems in administration for
efficiency, and in 1987-1995, this was slightly extended as ‘employing computer systems not only in
administration but also main public sectors in order to communicate effectively’. Informatisation was extended
further in 1996-2000 into individual areas, as ‘extending high-performance computer system into personal areas
and networking across the entire society in order to deliver information more rapidly’. Further expansion of its
boundary occurred in 2001-2012, as ‘using digital information in daily life of publics and expanding the boundary
and tool of this’. Today, it means ‘employing ICT in creative ways for creating new demand for ICT and for solving
social issues’ and ‘leading creative economy and creative Korea as enriching creative ability of public and
enhancing national core infrastructure’, emphasising the significant function of digital technology in society.
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expanded to the public in Western countries, and was also the time when the Korean government
began focusing more strongly on developing the digital industry. Even though the government has
supported the digital industry and relevant research since the 1980s, there was a noticeable change in
1995, when the government introduced the Framework Act on Informatisation Promotion. This Act
mainly dealt with the establishment of infrastructure across the nation from public services into homes,

which was supposed to be necessary in the future digital age (NIA 2014c).

Based on this Act, the government launched the Informatisation Promotion Fund, and as one of the
represented organisations within the culture sector, the MMCA was funded and participated in the
Public Application Service Development Project® in 1995, and the Public Work Programme on
Informatisation from 1998 to 1999 (NCA 2001), building a database of collections, artists, and
exhibitions, developing software for collection searching services, and designing a cyber-art museum

for educational purposes using multimedia (NCA 2001, pp.176-177; MMCA 2014a, pp.264-267).

These projects were managed, controlled and evaluated by the National Information Society Agency'®
(NIA), whose role was to support specialised technologies for national informatisation, and to be a
specialist organisation for constructing Korea’s information infrastructure. Thus, from my analysis, it
is obvious that the government and the NIA, actors identified in ANT (Latour 2005), actively created
a network and expanded their power through laws and policy, rules, according to activity theory

(Engestrom 2015), right from the early era of digital projects.

Networks have been continuously extended through the Knowledge and Information Resource
Management Act'’; in 2000, more specific strategies have been implemented. One result was that the
government succeeded in setting up a new agency in 2002, the Korean Cultural Information Service

Agency (KCISA),® which specialised in cultural informatisation (KCISA n.d.). The KCISA has

15 The Public Application Service Development Project aimed to improve working efficiency and service by
promoting informatisation in the public sector, and to encourage the establishment and use of the information
super-highway by providing the hardware and software needed in advance (NCA 1995, p.7). It covered 12 fields,
including culture, medical, environment, education, industry, traffic, transportation, labour, disaster prevention,
agriculture and fisheries, public security, and administration (NCA 1995, p.7). In the culture field, MMCA, NMK
and the Cultural Heritage Administration were selected as priorities, and the MCST managed them (NCA 1995,
pp.53-56).

16 The National Computerisation Agency was established in 1987 as a result of the Act on Expansion of
Dissemination and Promotion of the Utilisation of Information Systems. In 2009, it changed its name to the
National Information Society Agency, merging with the Korean Agency for Digital Opportunity and Promotion,
based on the Framework Act on National Informatisation. Today, it comes under the Ministry of Government
Administration and Home Affairs (NIA n.d.).

17 Knowledge and information resources are defined as ‘the data for academic research, culture, and science
and technology, which is digitalised, or is supposed to be digitalised essentially, because it should be preserved
and it has useful value for our nation’ (Kim 2000, p.3).

18 In order to manage the digital project within the culture field efficiently, the MCST argued it was necessary to
enlarge the functions and roles of the executive organisation for culture informatisation, which originally was a
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undertaken digital projects such as building databases, making films on Korean cultural heritage, and

generally working with museums. KCISA_A stated:

‘Informatisation is based on computing, but cultural informatisation is a bit different because
it is about “culture”. ... the problem is that computer experts from the NIA could not
understand well the unique characteristics of cultural informatisation that might require some
creative thinking rather than rational thoughts based on computing technology. That is the

reason the KCISA was founded, to actively respond to digital culture.’

The KCISA has professionally supported technical issues within informatisation projects also, and the
system management of the MCST and the bodies it operates, such as the MMCA. This agency has
held classes for digital experts within national cultural organisations about new technologies and
trends, for example, big data, and has hosted regular meetings where the experts can meet and talk
about their recent projects and issues (MMCA_A 2015; KCISA_A 2015). The regular meetings are
cultivating CoP (Wenger et al. 2002). The members of the community have similar interests in digital
culture relating to cultural organisations and share what they have learnt from their digital projects
and discuss difficulties encountered, thereby learning together. Yet, the members of community are
limited to those who work as digital experts in the national cultural organisations like the MMCA and
the NMK. They seem reluctant to welcome newcomers from other communities/domains. This can

cause limitations of the community to interact with other potential actors by extending its boundary.

The government has intentionally attracted other actors, such as the MCST and MMCA, in order to
create a common ground for embarking upon huge digital projects, posing problems for public
services in the twenty-first century, which is frequently cited as a knowledge-based society. Based on
the analysis of my data, this is the first step in the process of translation, problematisation, within
ANT (Callon 1986). By highlighting problems with the existing network, the actor, the government,
makes the first step in attracting other actors. With the government’s catchphrase at the time of
‘culture for everyone and everywhere’, its goal was to become an advanced cultural welfare country
through improvements to the quality of public life through cultural promotion (Lee, 2014). Therefore,
the digital projects providing museum collection information via the internet were supposed to
generally align with the direction of the cultural policy, making the information accessible to everyone
everywhere via the internet. Thus, the digital projects became an OPP in ANT (Callon 1986), which is
the concept whereby every actor converges on a certain issue, even though they have different

ultimate goals. By passing the OPP, the government supported and extended the digital industry,

small team within the Korean Creative Content Agency (MOCT 2002a, pp.7-9). Consequently, the KCISA was
founded in 2002.
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which was supposed to lead the Korean economy, while the MMCA could open and access its

resources to many more visitors with the goal of ‘improving their quality of life’.

Even though the actors agree with the OPP, there were significant barriers to completing the digital
projects in the MMCA, including limited time, contract conditions, and human resources. The first
two barriers relate to the rules in activity theory, and human resources with the subject in activity
theory (Engestrom 2015). My analysis showed that the MMCA only allowed limited periods, which
can have a negative impact on the quality of a digital project because of the lack of sufficient
discussion between professionals and users. Furthermore, the projects were not aligned with long-
term strategies and future plans, and the MMCA had to complete the projects, regardless of their
quality and usefulness. This is a strict rule which the national museums had to follow. My analysis of

human resources will be presented in Section 5.3.3 on museum practitioners.

When the MMCA opened its Seoul branch in 2013, this was an important time because the Korean
government as the Ministry of Science, ICT and Future Planning (MSIP) had announced the 5 Plan
of National Informatisation 2013-2017 (MSIP 2013). This plan reflected the recent paradigm shift in
national informatisation from ‘the growth and enlargement of ICT’ to ‘adopting ICT in every social
field” (MSIP 2013, p.18). The new national informatisation plan is expected to create a new demand
for ICT by applying ICT in creative ways and is also expected to contribute to an increase in the
creative thinking capacity of the public, and to enhance ICT infrastructure (MSIP 2013, p.21).
Through these activities, the government finally expects that ICT will transform Korea into a creative
economy. In doing so, ICT, a broadly digital technology, will politically become a more important
actor with support from the government, and is widely recognised as a tool that mediates the
economy's development. A result of this policy is that the government has provided funding to
establish maker spaces across the nation, and the Art Fab Lab in the Seoul branch of the MMCA is
part of them. Details of the Art Fab Lab and its learning programmes will be provided in Section
5.4.3.2.

In summary, the government and government bodies as an actor are visible and their network with the
MMCA is stable and durable (Law 1992), and based on laws. However, there is a continuous
discussion regarding the incorporation of the MMCA (Baek 2010; Ryu 2010; Sim 2012; Jung 2015),
and if this happens, the stable network may be disrupted and further negotiations between the actors

might be necessary.
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5.3.2 The Museum Itself

With the rapid growth of the economy and the level of public education in Korea, the interests and
demand of the public in arts and culture has also increased (Park 1994). A new role of the MMCA as
an educational and social institution, was expected (Choi 1993). However, the MMCA was the only
national art museum in Korea, and in the 1990s, was located in Gwacheon. This physical limitation
was criticised by Choi (1993), and it is in relation to this context that digital projects, such as a cyber-
art museum, were supposed to help the MMCA to encourage the public to enjoy and experience the
museum and its collections via the internet (Yoo 1996). In a museum policy research report, the
museum online service was even considered as one of ten issues in the museum policy for the twenty-
first century (Yang 2002b). Therefore, from ANT point of view (Latour 2005), digital technology
successfully has attracted the MMCA by encouraging it to launch digital projects.

However, according to an annual report (MMCA 2012, p.68) and research reports (Hwang 1995; Ryu
1996; Kim 1997; Kim 1999; Ryu 2012), the approach of the MMCA towards online content tends to
be limited to the delivery of information and knowledge about its art collections and archives through
developing a digital archive and documentation system. As a result, the only relevant activity that an
online visitor can do is to search and look at digitised collections on the website of the MMCA. The
Digital Library and Archive where visitors can search this digitised archive resource was established
in the Seoul branch, and the establishment of this physical space can be understood as a further stable

and durable device to maintain its power within the network (Law 1992).

Since 2010, digital technology has been more embraced within the on-site space of the MMCA. The
reopened and extended children’s museum in the Gwacheon branch in 2010 (see Section 5.4.2)
focused on digital art works, and aimed to provide an interactive experience (MMCA 2011, p.94; Park
2012). By doing so, digital technology as a technical tool (Engestrdm 2015) has been further
harnessed in its exhibitions, especially to attract young visitors who are potential actors. However,
digital learning programmes have not been developed further. According to interviewee MMCA_E,
this is due to the fact that the main art genres for exhibitions in the Gwacheon branch are not digital

art, so adopting digital technology in learning programmes is not usually considered.

In contrast, the grand opening of the MMCA Seoul branch in 2013 was a springboard for extending
digital projects into diverse areas. The master plan for MMCA Seoul highlighted the embracement of
digital culture as a unique character of the Seoul branch, compared to other branches of the MMCA
(MMCA 2013Db, p.4-5). With respect to the relationship with its visitors, a visitor-centred digital
service was also planned in the new branch (Lee 2013). The MMCA Seoul branch aims to be
predominantly an art museum with innovative and experimental characteristics, rather than traditional
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and conservative ones, based on traditional museology that usually concentrate on professional
research and are targeted to experts (Yang 2004; MMCA 2013b). The new branch is expected to be an
actor that could create and lead culture, rather than only preserving and presenting arts (Yang 2004;

Jung 2009).

In addition, the genre of artworks that the Seoul branch generally exhibits is contemporary art,
including digital art, for example, interactive media art, and exhibitions in the branch generally
involve artworks that embrace digital technology. This branch is supposed to plan and provide digital
learning programmes related to the digital art exhibitions (MMCA_ A 2015, MMCA D 2016).
Fundamentally, these learning programmes use digital media, such as smartphones, and are intended
at the institutional level to establish an identity for the Seoul branch as an ‘art museum in a
metropolitan area’ (MMCA 2013b; MMCA 2014a, p.158). The Art Fab Lab in the Seoul branch, a
maker space, is also expected to cultivate a digital culture (MMCA D 2016; MMCA 2015b), and its
location seems to bring the benefit of attracting more young makers, artists and engineers (see Section

5.4.3.2).

Based on the analysis of my data, this unique characteristic of the Seoul branch seems to be possible
because of its organisational structure. When the Seoul branch opened, its organisation had a separate
structure and was independent of the other branches. The education team of the Seoul branch was part
of the Information Service (and Education) Department, which meant that educators, archivists, and a
digital expert were in the same department together. I propose that this exceptional makeup of the
department may result from the idea of establishing the Seoul branch with the aim of being a new art
museum as well as an information centre (Kim 1999), where art information can be combined and
people from all around the world are linked and can create different meanings. This new concept of
art museum is aligned with new museology that considers the public at the centre of museums and
sees knowledge presented in museums as subjective, depending on the culture visitors bring with

them (see Section 3.2).

In order to make this idea possible in practice, museum practitioners should not be isolated from other
departments but should work collaboratively. Being in one department with others who have similar
interests, in this case digital culture, can create a further synergy through informal meetings or
conversations with team members. This also can lead to cultivate a CoP (Wenger et al. 2002) for
digital learning or digital culture in the museum. The interviewees MMCA B and MMCA_ D, who
had belonged to the Information Service (and Education) Department, mentioned that informal
meetings at work with those who have personal interests in digital culture/technology profoundly

helped them plan digital programmes, although it is still hard to collaborate with other practitioners in
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the same team. More interestingly, the members of staff in the department have different perspectives
on digital because they have different professional identity (e.g. educators, archivists, and digital
experts) by having different trajectories and belonging to different communities (Wenger 1998).
Wenger (1998) explains a community can be more dynamic, and innovative approaches often arise
when its members take challenges at boundaries. According to my analysis, the department became a
dynamic community in which the members of staff can be brokers by introducing elements of one
practice to another. Through the informal meetings, they learnt perspectives and languages of different
communities. MMCA Friends, which will be discussed in Section 5.4.1.2, is one of the cases made at

boundaries between communities of museum learning and digital.

In 2016-17, the MMCA changed its organisational structure, and currently, the museum consists of
two offices; the office of the secretary general of planning and management, and the curatorial office.
Members of staff at the three branches have been combined and belong to a specific department/team,
depending on their work. Thus, the former Information Service (and Education) Department has been
disbanded. Depending on their work, former members of staff from this department now belong to
either the department of planning and general management (for museum computing), the department
of collections and archives (for digitising collections), or the department of education and cultural
programmes (for digital learning). While disbanding this team does not mean that the collaborative
working environment cannot exist anymore, belonging to different teams can cause other barriers in
cooperating or collaborating with each other because of the different work priorities. In addition,
according to an evaluation report of the MMCA, which was produced by the government (MOI 2016),
the MMCA has not inadequately encouraged and cultivated its members of staff to organise and
participate in a CoP. To enhance the professional capability of every staff member, the report also

suggests creating an organisational culture, which shares knowledge among staff (MOI 2016).

The Seoul branch recently attempted to extend its network further via a specific purpose. When the
Seoul branch launched, the MMCA Friends, which is explained in detail in Section 5.4.1.2, hosted a
public seminar at the museum on how a data-driven approach to visitor engagement could help the
museum reach a large audience effectively (MMCA 2015c). The vice director of the Dallas Museum
of Art (DMA), US was invited to the seminar, which was also open to the public. I also attended this
seminar, but it consisted of a short talk on a digital project at the DMA and active discussion was not
encouraged. Almost all of the participants seemed to be university or post-graduate students, and only
a few museum practitioners attended. This means that this seminar as a device of ANT (Callon 1986),
which is expected to attract other actors to a network, was unsuccessful. In other words, only opening

the seminar to the public does not mean that they are invited to get involved in the network as actors.
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There was no proper process and approach to include and reflect opinions of the public to the MMCA

practice. There was even no further connection of the MMCA to the participants of the event.

In summary, the MMCA has associated itself with digital technology mainly in order to increase
public access to artwork information and knowledge, and to overcome the physical limitation.
Although various approaches have been attempted on-site at the Seoul branch, there seems to be
barriers that the MMCA has actively extended its network into digital culture. According to the Code
of the MMCA, it is necessary for the MMCA to obtain approval from the government before any
project is planned. Thus, as a body operating under the government, digital projects of the MMCA can
also be restricted by the government. The next section turns to museum practitioners’ points of view

on the MMCAs digital culture.

5.3.3 Museum Practitioners

Although the government is deeply associated with the MMCA, the practitioners who have a
responsibility for the museum practice definitely have power in the decision-making process, and
their professional identity (Wenger 1998) could also impact the practice. In this section, the ways they
construct their networks and the challenges or barriers they encounter to the extension of the network

will be explained.

Museum practitioners who are specialised in computing have been allocated to national museums in
Korea since the 1990s, mainly in order to support the establishment of the ICT infrastructure and to
deal with issues on using computers in this workspace (MMCA_A 2015). While previous digital
projects, such the building of databases, were run by the Education and Cultural Affairs team under
the Secretary General for Planning and Management until 2010 (MMCA 2010). According to the
Code of the MMCA, it is the practitioners and their seniors who have the responsibility for projects,
which may be administrative officials rather than those who have expertise in a specific area, for

example, museum studies.

The lack of digital experts in the MMCA is also an issue. According to a white paper, there are only
two members of staff who have responsibility for culture informatisation in the MMCA (KCISA
2013). This means that staff has to handle a range of digital projects at the same time, from managing
the ICT infrastructure, the museum’s website, and online security, to collection digitising projects

(MMCA n.d.d). This prevents them from deeply concentrating on a project.

Thus, the work scope of the digital experts, in general, has been fixed within the administration and
management of digital infrastructure and projects. For example, although the Information Service

(and Education) Department in the MMCA Seoul branch employed a digital expert with a degree in
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computer science, his work scope was limited to managing the computer system, rather than planning
digital projects (MMCA 2013c). The retraining programmes offered for digital experts of the MMCA
are mainly concerned with new technology (MMCA_A 2015; KSICA A 2015). Consequently, based
on my data analysis, there is no connection linking new technology to museum practice due to these

museum practitioners’ limited work scope and to the fact that their voices are rarely heard.

My interviewees, MMCA_A and MMCA _C, who are digital experts in the MMCA, even said that
they only consider the digital projects they are involved in as this is what they need to do as their
‘work’. They regard their work as marginal and believe that they need to study art in order to
understand and support other museum practices, rather than the other museum practitioners learning
how to employ new technology into the museum (MMCA_A 2015; MMCA _C 2015). MMCA A

even mentioned that:

‘Everyone thinks that digital work in the museum is not the main focus; it exists to support

curatorial works.’
MMCA_C, another digital expert, stated:

‘In fact, I think I have to make a greater effort to learn and understand art to communicate
with other museum practitioners. I think that the technicians like me should learn it for the

curators.’

Based on the analysis of my data, there are several reasons for this situation. Firstly, the lack of well-
developed CoP (Wenger 1998) regarding digital within the MMCA leads the voices of digital experts
less recognised and art-related community of curators even dominates the organisation. Additionally,
these two different domains (Wenger 1998), digital and art, are not well interconnected in the MMCA
and the museum staff in each domain rarely cross the boundary of them because of a linear working
process. Moreover, there is a possibility that the digital experts are regularly rotated to other
government bodies, according to the Operational Rule of a Public Servant. Thus, it could be difficult
to establish long-term strategies from the digital experts’ point of view. In fact, my interviewees,
MMCA_A and MMCA_C, the only two digital experts of the MMCA, have now moved to other
organisations, and it appears hard for digital experts to remain a constant actor. This indeed causes

another limitation to cultivate a CoP regarding digital culture within the museum.

On the other hand, museum practitioners’ personal interest in digital culture and digital learning in the
MMCA Seoul branch has resulted in various digital learning programmes. At an institutional level,
one of the learning approaches intended of the Seoul branch is embracing new media in learning

programmes (MMCA 2013b; MMCA_B 2015). However, according to my interviewee, MMCA B,
108



there have been no specific plans and systemically strategies for digital learning. It was entirely her
role and responsibility to arrange and negotiate with external actors and the digital technology

required when establishing the programmes.

Professional development is another issue in Korean art museum practice (Kim, 2010), especially
when employing digital technology in museums. The interviewee MMCA B mentioned that the
International Museums and Web Asia conference, which was held in October 2014 in Korea, was a
good learning experience about outstanding digital museum projects in overseas countries.'® I think
that this issue could be associated with the function of museum professional bodies, especially
relating to digital culture. I could not find any specific museum professional community which is
concerned with digital issues which could be considered a CoP (Wenger 1998), while there are several
communities of museum professionals in Korea. As the interviewee MMCA_C said, this may result
from the fact that digital expert jobs in Korean museums are not common. Furthermore, the definition
of digital experts in the Korean museum context is too narrow so that a CoP regarding digital
museums (e.g. a group organised by the KCISA, see page 102) only involves those who actually have
an academic degree in the computer field, and not embracing peripheral participants (Wenger 1998)

who can build a connection to other domains (e.g. museum learning).

Another interesting example of retraining is the Advanced Museum Management Leadership
Programme, which the MMCA hosted for Korean museum practitioners in 2014. This mainly dealt
with issues of sustainability and transfiguration within art museums. Some speakers came from
outside the arts and culture field, such as digital archives (delivered by a professor in information
sociology); big data and museums (by NAVER, a Korean internet portal company); and understanding
human-computer interactions (by a professor in cognitive science). I consider this recent trend in
retraining programmes an important change. Although there have been relatively few opportunities to
develop museum professionals in relation to digital culture to date, some museum practitioners now
seem to realise the new challenge of digital technology in museums. By inviting the speakers coming
from different fields, there is a potential to cross the boundary of the domains (Wenger 1998) and to
construct the network (Latour 2005) of museum practitioners with other actors, such as digital
companies. Turning to digital technology and digital companies as actors in following section, I will

further trace their networking.

19 As a participant at the conference, | noted that whilst there were a few Korean museum practitioners as
participants, unfortunately, none as speakers. Several factors may have led to this situation, such as a language
barrier (English), location (not Seoul), expensive registration cost, marketing, time, or interest.
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5.3.4 Digital Technology and Digital Companies

According to my analysis of the data, digital technology is considered a crucial actor and has been
strongly associated with the Korean government as a new source of economic growth since the 1990s.
As digital technology has spread into people’s everyday lives in the form of personal computers, the
internet and smartphones, its power has increasingly grown. Since the central government developed
the infrastructure during the initial phase, digital technology and its associated industries have rapidly

extended into every Korean’s life.

The power of digital technology has also affected museum practices in the MMCA. In addition to
collection digitalisation, building databases, and managing websites since the mid-1990s, recently the
MMCA has embraced more diverse digital technology, such as social media for marketing and 3D
printers for learning programmes. This embracing of digital technology is closely associated with the
identity of the MMCA Seoul branch and is now expected by younger visitors (MMCA_F 2016).
Based on the MMCA’s mission statement, digital media is considered an efficient tool for attracting
both a national and global audience. Thus, the technology has continuously extended its network into

human society and the lives of individuals (Latour 2005) .

The relation of the MMCA with digital companies also has been enhanced. For example, the MMCA
signed a memorandum of understanding with NHN, to cooperate in creating an Online Virtual
Museum of Art and linking it to NAVERZ, a well-known internet portal site of NHN in Korea, thus
indicating that the MMCA has actively attempted to be involved in digital culture (MMCA 2012,
pp-175-176). Moreover, with NAVER as an online platform, the MMCA is available to present short
videos about artists, exhibitions and education programmes to the Korean public (MMCA 2015a,
p.254). In order to approach a global audience, the MMCA also participates in the Google Art Project
(MMCA 2015a, p.256). Using Google’s technology, two collections of the MMCA have been

digitised and made available.

Digital technology has evolved rapidly and it has been necessary to allocate funds to update systems
repeatedly. However, according to interviewee MMCA_A, the museum’s digital budget only covers
the existing system management and it is not easy to access additional funding for developing new
projects unless there is special funding from the government. Thus, the network with giant digital
companies could bring a potential for the MMCA to initiate new digital projects by collaborating with

them.

20 NAVER is likely to be the dominant portal site in Korea, and Korea has been described as ‘a republic of
NAVER’ (Kim & Son 2007).
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5.3.5 The Public

It can be said that the public has been perceived as an actor by the MMCA. During the planning phase
of the MMCA Seoul branch, this new visitor-orientated management approach was strongly
emphasised (Yang 2004; Jung 2009; Lee 2013; MMCA 2013b). Moreover, from the beginning of the
informatisation projects, the aim was to encourage the general public to enjoy arts and culture in the
MMCA and on its website. An official annual survey of visitor satisfaction has also been conducted
(MMCA_E 2016), and the results influenced the overall evaluation of the MMCA by the government
(MOI 2016). Consequently, the MMCA must consider visitors in order to obtain high scores in these

surveys.

There are several ways that the public’s voice can be heard. Recently, the MMCA recruited an
audience panel consisting of 26 members of the general public (MMCA 2013a, p.203; MMCA 2014a,
p-272). Group members report their opinions of exhibitions, educational programmes, facilities,
service, marketing, and online services of the MMCA, and their opinions will be reflected in the
MMCA'’s future plans. Programme participants are generally required to complete a form afterwards
and provide comments and a score of their satisfaction of programmes (MMCA D 2016). Yet,
according to the MMCA museum practitioners MMCA D and MMCA_E, they do not normally
include the public when planning exhibitions and programmes, although the participation of children
and their parents in the planning of children’s exhibition and programmes will be considered in the

future.

Overall, the public still remains as a hidden actor of the MMCA. This may result from the lack of an
in-depth study of visitors, because their importance is less well recognised and a relevant strategy has
not yet been developed (MMCA F 2016). As one of approaches, the MMCA Friends, a digital
platform of MMCA membership (see Section 5.4.1.2), is expected to help the MMCA understand

their visitors better.

5.3.6 Summary

This section identified the key actors of the MMCA and their relationships. The central government
strictly regulates museum practices through the funding of annual budgets and digital projects.
Recently, the government has tried to encourage ICT adoption in every aspect of Korean life to aid the
national economy’s development. Thus, digital technology has continuously increased its power in the
MMCA through the associated laws, policies and agencies. However, previous culture informatisation
projects and relevant policies have been frequently criticised because of the lack of long-term and

holistic strategies for digital projects within the culture sector (Shin 2003; The Chosun Ilbo 2015).
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Online digital companies, such as NAVER and Google, are also been identified as visible actors
through collaborations with the MMCA, which has a limited budget for digital projects and a lack of
technology. The online services of these companies are also strongly related to the public. The public

is widely recognised as an actor, but appear to be hidden and their voice is rarely heard.

Another interesting point is that I could not find any relevant museum professional bodies which are
setting an agenda and retraining museum practitioners for the digital age. It may be that there are few
museum researchers and practitioners who are interested in this digital area (Hong 2011), even though
it has recently grown in the context of Korean museums. The establishment of the Information Service
(and Education) Department in the MMCA Seoul branch can be understood as indicating that the
MMCA has attempted to reflect the trend of museums in the digital age, and the active museum
practitioners could become active actors in the future, although this department has now been

disbanded.

I now turn to next section, which presents the analysis of digital projects of the MMCA. 1 further
discuss how the identified actors shape each project and how they affect communication and learning

approaches of the projects.

5.4 Digital Projects

In this section, the digital projects of the MMCA will be presented and analysed. Six categories of
digital museum projects have been developed, based on the visitor journey (see Section 4.1.4.1). The
MMCA'’s digital projects in the six categories (orientation space, within galleries, programmes and
events, multimedia guides, online research, and online learning) were investigated and the
underpinning communication and learning theories analysed. This enables an understanding of why
and how digital technology in these projects has been embraced, and how they can be matched to the

overall learning approach of the MMCA, social constructivism (Vygotsky 1978).

5.4.1 Orientation Space

5.4.1.1 Digital Information Display

The MMCA Seoul branch has several public entrances, where visitors are greeted with a digital
information display (DID) (Figure 5.2). The interactive DID system has been designed and installed
across the museum to deliver museum information to visitors in a convenient and effective way (Lee

2013, p.42).
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Figure 5.2 Digital Information Display at the MMCA Seoul

This project is an initial result of the MMCA Seoul branch’s strategic plan? for informatisation,
which includes developing the collection management system and improving the digital learning
experience, which was devised during the planning stage of the Seoul branch (Lee 2013). The DID
was proposed by the appointed IT consulting companies (Lee 2013). The project was overseen by a
digital expert from the MMCA, and the curatorial and education departments were only involved by
providing relevant content (MMCA_A 2015). It is now managed by the department of planning and

general management with support from an external IT company.

Due to its initial purpose as a medium to provide information, the highlighted role of digital
technology in this project is mainly for content delivery based on transmission communication theory
(Hooper-Greenhill 1999a; Hooper-Greenhill 1999b). Most of knowledge presented in the DID is
determined by the MMCA and sent to visitors as a fixed one. Thus, what visitors can do with the DID
is touching the screen of it to find out information about current exhibitions, educational programmes,

facilities, and recommended books, and watching short videos that introduce the museum.

However, a Tag Cloud service of the DID (Figure 5.3), which visitors can participate in, takes a
different approach. It asks visitors questions like ‘how was your museum experience today?’ and
‘what does the museum mean to you?’. The words of visitors are then presented on the screens. In so
doing, it encourages visitors to make their own meaning of their museum experience through
presenting and sharing their feelings and thoughts, based on social constructivism (Vygotsky 1978).
An initial project, which collects this data generated by the visitors, would be beneficial. Yet,

according to my interviewee, MMCA C, whose role was managing the DID, the museum has no

21 The strategic plan was developed in response to several needs and demands identified during the planning
stage of the Seoul branch in order to match the emerging new information technology conditions and the possible
services to offer (Lee 2013). The scope of the plan includes how to manage informatisation projects, how to
respond to new technology, how to manage information for various services, how to integrate information
technology with cultural technology, and how to improve conservation technology for information on visual art.
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plans to analyse the data, and the MMCA and the museum practitioner do not even seem to consider
this data as ‘data’. This might be associated with how museum practitioners see their work as
reflecting their professional identity (Wenger 1998). Although the interviewee is a digital expert, he
considers his work marginal in the museum. Thus, this new approach of the Tag Cloud service cannot

be extended further.

Figure 5.3 The Tag Cloud service presenting visitors’ thoughts

5.4.1.2 MMCA Friends

Another digital offering in the MMCA Seoul’s orientation space is the MMCA Friends (Figure 5.4). It
is a digital platform for a museum membership programme that is based on the DMA Friends??, which
was developed by the Dallas Museum of Art, USA. The MMCA Friends has been localised to suit the
MMCA Seoul. This project was led by a digital expert and an educator from the Information Service
(and Education) Department (MMCA_C 2015). The digital expert managed the technological parts
with external developers, while the educator created content. In other words, this innovative project
was made possible with the collaboration of museum practitioners who crossed their original
boundaries (Wenger 1998) and were willing to explore a new approach. According to an official
brochure for this project, it is a ‘missions led participation educational programme that encourages

visitors to explore diverse cultural, educational, leisure content in the MMCA Seoul’.

22 hitps://www.dma.org/visit/dma-friends [Accessed 21 August 2017].
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Figure 5.4 MMCA Friends providing its members with diverse activities to explore the MMCA

This project has adopted the holistic approach of museum communication (Hooper-Greenhill 1999a).
This is because the content of the project covers all of the MMCA Seoul, from exhibitions to museum
shops. Visitors who sign up to this membership programme can collect points by completing museum
activities, for example, visiting exhibitions, participating in educational programmes, attending events,
drawing on a worksheet, exploring the museum building to find historical meanings, and so on. By
doing so, this project links visitors to various elements of the MMCA that contribute to visitor
experience and the museum’s image. In terms of learning approach, cognitive constructivism (Hein
1998) has been adopted. There is no intended order, and visitors can choose activities they want in the
programme. The process of knowledge construction is open to visitors through participating in the
activities. Based on the analysis of my data, it can be said that these communication and learning
approaches to the project are made possible by involving an educator in the development process,

because museum educators tend to consider visitors’ point of views.

With the points collected, the members of MMCA Friends can obtain several benefits, for instance, an
opportunity to participate in special events, a discount at the museum shop and for parking, and so on.
This is an example of gamification (Jagoda 2013; Silva et al. 2013). By applying game concepts,
points, rewards and levels as an extrinsic motivator, the project attempts to further promote visitors to
experience and participate in museum activities by themselves. Compared to other membership
programmes that provide prestigious opportunities for those who pay to become a member, this
programme tends to make members be more active and gain valuable experience. Furthermore, from
this project the museum can collect visitor data, such as the pattern of visitors’ preference for
activities (MMCA 2015¢). By analysing the data collected, the MMCA anticipates that they will be

able to understand visitors’ diverse needs. This analysis can also contribute to the planning of future
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programmes. Overall, an increase in the number of return visits is expected (MMCA 2015d).2® Thus,

in this project, digital technology acts not only to present content but also to generate data.

Yet, the success of the project depends on how much the other teams in the MMCA Seoul branch are
willing to collaborate (MMCA B 2015), as it will not be successful if teams do not work together.

Analysis of the visitor data and reflecting the results in museum practice will be crucial.

5.4.2 In Galleries

The only gallery in which I found digital exhibits as an interpretation tool in the MMCA was the
children’s museum in the MMCA, Gwacheon. The gallery is a learning space dedicated to children
and family visitors, was opened in 1997 (MMCA 2004 p.53), and extended in 2010 (MMCA 2010,
pp.106-107). It is run by the education department in the Gwacheon branch and aims to be a multi-
functional space for ‘not only appreciating art works but also offering creative experiences and
learning programmes with IT technology and digital art” (MMCA 2010, pp.106-107). Since opening,
renovations have been undertaken almost every year (MMCA 2012, pp.120-123; MMCA 2014a,
pp-197-200; MMCA 2015a, pp.202-206). However, the children’s museum, in general, has no
intended path to follow and no right answers to locate. Visitors can explore the exhibition space in any
order that they want and can take as much time as they need to discover and learn through various
hands-on activities. Thus, it can be said the constructivism learning approach (Hein 1998) has been
adopted. I have only analysed the exhibitions that were presented in 2014 and 2016 when I visited the

gallery in order to collect data.

The subject of the exhibition in 2014 was the elements (point, line, and plane) and materials of work
of arts (MMCA 2014b). The exhibition was divided in six areas: orientation and reading space;
interactive digital art exhibits; exploration materials of the museum’s collections; understanding
points, lines, and planes; a space for presenting artworks made by children; and an open space for
workshops (MMCA 2014b). The ‘participatory learning’ approach was further enhanced in this
exhibition so that ‘child visitors are encouraged to communicate with artworks and discover meanings
of and stories about them through activities using five-senses’ (MMCA 2014b), and it aimed to
encourage the young generation to cultivate artistic values in their daily life. Digital technology in this
exhibition is embraced in two ways, by presenting digitised collections that visitors can explore

further and visualising visitor activity through making points, lines and planes with objects in space to

23 | cannot find any research paper on the MMCA Friends, yet several studies on the DMA Friends, which has a
similar platform, have been published (Stein & Wyman 2013; Stein & Wyman 2014). These report the geographic
distribution of members, main motivations to encourage members to participate in the membership programmes,
how often they visit the museum and so on.
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it on a screen in real time. The later approach, shown in Figure 5.5, could lead to a new learning
experience thinking about flat two dimensions and the three dimensions of space, and potentially, a

group activity or working with others could be encouraged in the open area.

Figure 5.5 MMCA children’s museum in 2014, showing visitor activity visualised with digital
technology

The exhibition, which opened in 2016, was planned to present and explain the main functions of the
MMCA as an art museum: collecting; research; conservation; exhibition; and education (MMCA
2016a).** The exhibition starts with a projection of moving images of digitised collections on a wall
of the exhibition space, and children are encouraged to select five everyday objects on tables based on
their own criteria, and then take a picture of ‘their collection (the objects)’. This picture is then
projected next to the MMCA collection projection (Figure 5.6). This is the only digital element in this
exhibition. MMCA_E, who planned this exhibition, stated:

‘I think everyone has different criteria for selecting their collection; likewise, the MMCA
only collects specific artworks. With this activity, visitors can acknowledge the existence of
different perspectives on the same objects and understand others who have different opinions.
So, the digital technology in this exhibit is particularly used to make sharing their ideas easy

and efficient.’

24 This exhibition was planned as part of a special series for the 30th anniversary of the opening of the
Gwacheon branch (MMCA 2016a).
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Figure 5.6 MMCA children’s museum in 2016, projecting pictures of visitors’ collection next to
the MMCA collection projection

The current education philosophy of the children’s museum is that ‘it encourages learners to look at
the world from wider point of view as understanding openness and multiplicity of contemporary art’
(MMCA n.d.e). In doing so, it aims for learners to recognise the coexistence of diverse cultures and
values within society (MMCA_E 2016). This education philosophy is aligned with social
constructivism (Vygotsky 1978), as it acknowledges the influence of different cultures and social
backgrounds on learning. Furthermore, scaffolding elements (Moll 1990), which facilitate learners to
further develop their status, are found in the exhibitions, based on the analysis of my data. For
example, the exhibition in 2014 seems to be designed to encourage group work with others, such as
parents and peers, and the digital exhibit in the 2016 exhibition makes it possible for children to
understand that different people can think differently, based on their own culture and values.
Reconsidering and questioning the existing collection acquisition system of the MMCA also can be

linked to a further discussion about the role of a museum (MMCA_E 2016).

5.4.3 Programmes and Events

5.4.3.1 Digital Learning Programmes

There were several digital learning programmes and public events in the MMCA Seoul branch, such
as tag clouds, sound visualisation technology, and a 3D marker with tablet PCs. According to one
interviewee, MMCA_B, who planned the programmes, they were designed to offer visitors different
ways to enjoy the museum. Most of the digital programmes target children and family visitors rather
than groups of adults. Three programmes explained by the interviewee are described and their

learning approaches are analysed.

As a first case, at an art appreciation class for elementary and middle school students, attendees learnt

about an exhibition, and then visited it and appreciated the exhibition via a workbook (MMCA 2014a,

pp-178-179). They then shared their thoughts about the exhibition using a tag cloud system that
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visualised their answers in the workbook on a screen (Figure 5.7). In this programme, digital

technology acts as an immediate platform responsible for presenting and sharing.

Figure 5.7 An art appreciation class using a tag cloud system to share participants’ thoughts

The next case is an artist-led workshop-style programme for visualising sound (MMCA 2014a, p.186).
This aimed to improve the understanding that participants have of new media art and new medium
practice. During the programme, participants made their own digital instrument with recorded sounds,
and by using software, the sound of playing their instrument could be visualised (Figure 5.8). Digital
technology has a significant role in this programme to collect sounds, create a new approach to sound,

and generate new visual elements.

Figure 5.8 An artist-led workshop where participants learn new media art from real practice

The last programme was a playful, game-based media artwork event where participants made a

sentence which was meaningful for them, by interacting with virtual blocks in the artwork (MMCA_ B
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2015). This programme took place in an open space in the MMCA Seoul, neither within a gallery nor

in an education room, and welcomed every visitor (Figure 5.9).

Figure 5.9 A family game event that allows everyone to participate

All of these programmes adopted social constructivism learning theory (Vygotsky 1978) by
emphasising working together. The programmes were designed so that learners could actively express
their thoughts, ideas and feelings, instead of absorbing taught content. The adopted digital
technologies make these new learning experiences possible. By locating the interactive, game-based
media artwork in an open space, a playful museum experience was created from a holistic perspective
(Hooper-Greenhill 1999a). Another interesting point here is the artist-led workshop style. One
interviewee (educator MMCA B) mentioned that workshops led by artists who use similar
technology for their work tend to make the learning programmes a more authentic experience. These
programmes can then be understood through situated learning (Lave & Wenger 1991), which
generally takes place in art studios, learning professional skills from real practice with experts.
Situated learning can occur over time and newcomers can obtain membership by becoming familiar

with the culture of the member group (Lave & Wenger 1991).

5.4.3.2 Art Fab Lab

The Art Fab Lab is a maker space which provides all visitors with free access to a range of high
technology machines, such as 3D scanners, 3D printers, and a laser system. The initial project to
establish the facility within a public organisation was funded by Korea Foundation for the
Advancement of Science and Creativity (KOFAC), an agency of the MSIP (KOFAC 2015). The

MMCA Seoul was then appointed as a centre for linking artists, young creator communities, small
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ateliers/workshops and the public. The space aims ‘to be a platform of STEAM education® for
cultivating creative talented people of the twenty-first century’ (MMCA 2015b). Anyone who books a
machine in advance for their individual purposes can use the facility. The museum also offers diverse
programmes, for example, workshops for school pupils and university students, and public events
such as a 3D fashion show that can introduce the facility to a wider audience. The overall goals of the
learning programmes of the facility are to learn how to use and apply technology as a language of art,
to learn ways to present creativity, to enlarge creative ability, and to support and cultivate a maker

culture (MMCA 2015b). This section will examine how these goals are related to actual practice.

A recent workshop for school pupils was creating a kinetic artwork (Figure 5.10). First, they draw
their idea on an iPad and then cut their drawing using a 3D laser cutter, before connecting it to an
electronic circuit, littleBits (MMCA 2015f). This workshop was planned to educate learners about
digital art, as well as new media technology, thereby stimulating the emotions and creativity of
learners through cultivating an adventurous spirit (MMCA 2015f). Throughout the workshop, digital
technology functioned as a new tool and media to express artistic ideas in a different way and through
digital literacy skills. However, it is unclear whether learning in this workshop is as expected for
literacy within maker spaces. This is because learning in a maker space is generally known as situated
learning in an authentic environment, where learners explore, test and combine various things for their
purpose with help from professional experts and members of the space (Brahms & Crowley 2016b).
Yet this workshop was run in a classroom and was a pre-structured programme. Thus, one-way
communication (Hooper-Green 1999a) is adopted in the workshop by delivering experts’ knowledge
to learners. There was a lack of opportunities that experts and learners could explore and discuss
matters together. Learners might experiment and explore new technology throughout the workshop
(MMCA 2016¢), which underpins a discovery learning approach (Hein 1998). Yet, the programme

and educators seem to concentrate exclusively on teaching how to use the new technology.

25 STEAM is a reformation of STEM education for Arts that uses Science, Technology, Engineering and
Mathematics as access points for student learning (Bequette & Bequette 2012; Maeda 2013).
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Figure 5.10 A workshop for pupils in the Art Fab Lab is more likely a lecture-type

On the other hand, various workshops and events have been organised for adult users of the maker
space. The MMCA has attempted to match those with ideas for creating new media artwork to those
who have the skills to handle the digital technology, which might be needed to produce the artwork
(MMCA 2016b; MMCA_E 2016). By connecting artists and engineers, the Art Fab Lab aims to be a
platform where they can continually develop ideas and make them possible through the technology
available (MMCA D 2016). In this case, a cultural model of communication (Hooper-Greenhill
1999b) is adopted by accepting different culture that the participants (e.g. artists and engineers) bring
with them and by considering the difference in communication. Potentially, this approach can
cultivate a CoP (Wenger 1998), which has an interest in digital art. Thus, based on the analysis of my
data, it can be clearly seen that different learning approaches have been adopted depending on the
participants of the facility. In other words, situated learning principles (Lave & Wenger 1991) are
applied in the case of adult users’ programmes, while a discovery learning approach (Hein 1998) is
applied in the pupils’ ones. These different approaches might be a result of the different attitudes and
understandings of museum practitioners towards adult learners and pupils. Adult learners are

supposed to have full agency to construct knowledge, while pupils need help to learn new things.

5.4.4 Multimedia Guides

A multimedia guide system, Guide-on, has been adapted since the Seoul branch opened in 2013%
(MMCA_F 2016; Kim 2015). Visitors can borrow a guide device from the MMCA information desk,
or can download the app onto their own smartphone. The content of the app contains all the current

exhibitions of the MMCA Seoul branch.

26 | could not find any information or descriptions on this guide app system in the MMCA annual reports.
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However, this app was not designed only for the MMCA. Guide-on, which was developed by MT
System Korea, is a system platform for cultural organisations to provide content to on-site visitors
(My System Korea n.d.). Thus, if visitors have downloaded the app once on their devices, then it can
also be used at other places. After selecting the MMCA on the app, visitors need to pay to use it,

before being able to find and read further text description on exhibits and listen to audio files on them.

The guide system has only one mode for the ‘general’ public, and curators in exhibition teams decide
which artworks are included in the guide and write the content for the app. This is passed to a museum
practitioner in the customer support and development team (former operation support team), who
checks if the level of content is suitable for the general public (MMCA_F 2016; Kim 2015). The
written text is then conveyed to an external company for text editing and voice recording (ibid.). The
working process is linear with a limited circular loop. According to one interviewee, MMCA_F, due
to the tight schedule they have when developing the content for a special exhibition, it is not possible
to obtain feedback from the public before launching the guide. Thus, this communication approach is
only concerned with content delivery and is a transmission model of communication (Hooper-
Greenhill 1999a); the function of digital technology is limited to conveying the content. Additionally,
a didactic learning approach (Hein 1998) is adopted in the guide by assuming that its users absorb the
knowledge provided by the museum.

Based on the analysis of my data, the use of a platform designed by an external company for general
usage makes it impossible for the MMCA to design and apply its own unique features. According to
the museum practitioner MMCA _F, the MMCA has a plan to develop a new guide system employing
Beacon technology. Yet, she tended to emphasise the embracing of new technology, rather than how

the museum is going to design the visitor experience using a new guide system.

5.4.5 Online Research

There is no online offering available on the website of the MMCA for researchers. The website seems
only to deliver general information on the MMCA, digitised collection information, a web magazine,

and research papers. A service that online visitors can actively participate in is not present.

5.4.6 Online Learning

No online learning programmes developed by the MMCA could be found; only learning resources

such as worksheets for exhibitions have been uploaded to the main website. An online learning

programme about architecture is being developed by the children’s museum team, which targets

online child visitors (MMCA_E 2016). Interestingly, no mobile application has been developed by the

MMCA. According to one interviewee, MMCA F, it is difficult for the MMCA to obtain government
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approval for developing a mobile application. This is because the government has strict guidelines to

prevent public organisations developing too many mobile applications.

5.4.7 Summary

Most recent digital projects of the MMCA have occurred within the Seoul branch, and this is probably
related to its main aim of introducing digital art. Although various attempts have been made on-site at
the MMCA, online programmes are missing from its website. Thus, it is not easy to find links
between on-site and online projects, which is anticipated in museum practice today (Parry & Sawyer

2005).

Based on the analysis of my data, it can be said that the extent to which the learning department is
involved in digital projects has influenced their communication and learning approaches. The projects
that are planned by or involve a member of staff with the learning department in a central position, for
example, MMCA Friends, are more likely to consider visitors as active participants and attempt to see
the museum experience from a holistic point of view (Hooper-Greenhill 1999b). These projects have
more open approaches to learning than those planned by curators, and encourage visitors to make
personal meanings and to cultivate social learning (Wenger 1998). Digital technology can have roles
in sharing different ideas and linking people so that they recognise that diverse cultures and opinions
exist. Overall, the MMCA utilises social constructivism learning in its education approach and this is

one of the ways to actualise new museology.

5.5 Summary of the National Museum of Modern and Contemporary Art

In this chapter, the digital projects of the MMCA and the related actors have been analysed. The
Korean government and other government bodies have actively extended their network into digital
culture and attracted other actors, like the MMCA. The government has constantly invested in
developing digital technology and encouraging a digital culture. However, this top-down approach
seems to limit the establishment of a long-term digital strategy from the MMCA’s point of view. Staff
positions rotate and there is a lack of opportunities to develop their expertise on museum digital
engagement, which results in challenges for the museum practitioners responsible for digital projects.
The process between curatorial departments and educational department is minimally collaborative,
and this influences the communication and learning approaches adopted when developing digital
projects. Curator-led projects tend to focus on conveying content, while educator-led projects engage

visitors to make their own meanings via digital technology, dependent upon their culture. However,
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diverse visitor opinions are not well reflected in the projects. The MMCA Friends, a membership

programme, could be utilised to collect visitor data in order to better understand MMCA visitors.
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Chapter 6 - National Museum of Korea

6.1 Introduction

I now turn to the second case museum, the National Museum of Korea (NMK). The case study of the
MMCA in the previous chapter, particularly the Seoul branch, revealed the possibility of an additional
connection of the museum to digital culture via embracing digital art as one of its main subjects.
Digital artists have roles as facilitators and participants in the learning programmes. The NMK,
however, as an archacology and history museum, has different actors in its digital network.
Nevertheless, the government and government agencies, such as the KCISA, have more power than

other actors, which might lead to a similar shape of network to that of the MMCA.

Section 6.2 explains the history, the mission statement and the learning goals of the NMK. As a
representative history museum, the NMK aims to accurately deliver the official version of Korean
history to Korea and the world, which is close to the approach of traditional museology. Sections 6.3
and 6.4 identify how this approach has affected the power relationship between the NMK’s actors and
the communication and learning approaches of its digital projects. In particular, this case study
illustrates why the voices of the public have not been heard enough, despite the museum frequently
stating that it has adopted a user-centred approach. Furthermore, the lack of a well-developed museum
education policy and museum professional bodies that could cultivate a community of digital museum
practitioners is revealed. The issue of the internal IT team remaining marginalised, while digital
companies have been extending their network, is further discussed. This unbalanced network and
linear working process ultimately results in shaping the NMK’s digital projects to resemble school

textbooks by excluding diverse actors’ voices despite embracing cutting-edge technology.

For this case study, 62 pieces of secondary data (see Appendix 3), interview data generated from 6
museum staff working at the NMK (see Appendix 5 for their profiles), and visual data regarding the

digital projects, mainly generated from my field work, were analysed.
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6.2 Overview

The oldest archacology museum?’ in Korea, the NMK, opened in a palace in 1909 (NMK n.d.b).
During the Japanese colonial period (1910-1945), it moved to the Joseon Government-General
Museum. Upon liberation in 1945, the Korean government took over the museum and renamed it the
National Museum and since then, it has moved several times. It reopened in a new building in
Yongsan, the geographical heart of Seoul, in 2005, and there are now 12 national museums across the

nation under the same director.

There is no museum mission statement within the NMK’s annual reports or on their website, although
the director’s foreword in the 2013 annual report stated that ‘in order to communicate the excellence
of Korean culture to the globe, to exchange culture, and to promote understanding of other cultures,
the museum as a representative cultural organisation of Korea should exhibit and research on various
topics, educate the public, and network with international museums and organisations’. This

28 and it aims to be a

highlights that its target visitors are not only Koreans but also foreign nationals,
‘respectful” museum, recognised internationally, as well being a ‘friendly’ culture space. From these
statements, the NMK can be understood to be seeking to promote the unique and outstanding Korean
culture and heritage from a national point of view, and also to position itself on the global stage. Its
purpose has two directions, an authorised institute having the capability to regulate a range of values
and identities of heritage (Smith 2006), following traditional museology, and a culture space more
likely to follow new museology. These purposes can be quite conflicting with each other. I analyse the

ways it achieves these purposes (outcome in activity theory) with other actors in the digital age.

In terms of the overall learning approach of the NMK, I could not find any official documents written
by the museum on this subject. A mission statement on museum education is lacking (Yang 2011), but
according to the director of the education department of the NMK, museum education is supposed to
facilitate active ‘participants’ of the museum (Lee 2015). Through museum education, the NMK aims
to engage visitors to communicate with and understand exhibits based on observation, to create their
own stories through the process of self-assimilation, and finally to present their opinions of the

museum and evaluate them (ibid.). Thus, constructivism learning theory (Hein 1998), seems to be the

27 The NMK has a collection of more than 386,236 objects (NMK 2015a, p.20). Almost all are objects that have
been excavated in or near the Korean Peninsula or collected because of their cultural and academic values
relating to Korean and broadly Asian culture. The range of the collections varies extensively from archaeological
objects from the prehistoric age, such as stone axes, to historical and cultural objects, such as official documents,
statues of Buddha and metal crafts, created before the early twentieth century.

28 The NMK was ranked 14th, with 3,052,823 visitors, for Top Art Museum Attendance by the Art Newspaper
(The Art Newspaper 2014, p.15), the highest ranking among Korean museums. Although only about 5% of
visitors (147,047) were foreigners (NMK 2013a, p. 20), the museum seems to have a strong inclination to attract
international visitors.
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underpinning approach to museum education. The ways the NMK has applied this learning approach
and communication theories to its digital projects will be explained in Section 6.4. In the following
section, I present the actors of NMK, who have affected its digital projects and their roles in order to

answer the Research Questions 1 and 2-3.
6.3 Identified Actors: Their Network and Roles

In this section, actors of the NMK are uncovered through the analysis of secondary data and interview
data. I have traced the key actors, for instance, the government and museum practitioners, to identify
other related actors and examine how they together construct/deconstruct a network. Figure 6.1,
which I developed, shows the network of the actors regarding digital culture of the NMK. I will
discuss each actor in the following subsections and then will come back to this figure in the summary

section at the end.
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Figure 6.1 Actor-Network map of the NMK

6.3.1 Government and Government Bodies

Unlike the annual reports of MMCA, which include a section on ‘informatisation’ so that enabled me
to easily identify its digital projects developed since 1990, the digital projects of NMK are not
strongly represented in its annual reports. However, while collecting data for the MMCA, I juxtaposed

the NMK’s cases within government documents, thus enabling me to follow its digital projects.
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The way in which the government has extended its network for facilitating digital projects in the
NMK is similar to the MMCA, because the NMK is also operated by the MCST. Thus, this has been
accomplished by laws, policies and specific funding. In other words, they are explicit rules
(Engestrom 2015) so that the NMK should follow them. The digital projects of the NMK were
initiated by the government ‘informatisation’ policy in 1995, and the NMK was involved in the same
projects (the Public Application Service Development Project in 1995 and the Public Work
Programme on Informatisation in 1998) as the MMCA. Thus, the government has affected museum
practices through the funding of digital projects, generally digitalising museum collection information.
There have been few conflicts when the government has extended its network to the NMK, due to the

bureaucratic culture they share.

After the second Basic Plan for Culture Informatisation issued by the MCST in 2002, the NMK’s
digital projects were considered part of the ‘Culture Heritage Informatisation’ project, which aimed to
create a national image, spreading the features of Korean cultural heritage across the nation and the
globe, and supporting the culture industry, which is viewed as a future high value-added industry
(MOCT 2002a).

My analysis also showed that different approaches have resulted from the fact that the NMK, together
with other historical museums, such as the National Folk Museum of Korea, belongs to the Cultural
Infrastructure Bureau, while the MMCA belongs to the Arts Bureau of the MCST. In other words, the
MCST is a ‘black box’ (Latour 1991), which is considered as an actor, although it is actually a
heterogeneous network. Even though both the MMCA and the NMK are operated by the MCST, they
are controlled by different bureaus, and this difference seems to influence the approaches taken for
digital projects. For example, while the digital projects in the MMCA aim to improve the
opportunities to enjoy arts and culture, those in the NMK focus on spreading Korean cultural heritage

and history from an official point of view.

The types of digital projects funded by the government can be divided into two types; one is
concerned with building and enlarging the database on the national cultural heritage, mainly based on
collections of archaeology museums, while the other is building online programmes, such as
educational programmes, academic programmes, and cyber museums (MOCT 2002a). With the
outputs from the previous projects, the NMK participated in a project building an e-cluster of Korean
cultural heritage in 2006, as part of an integrated system?, where users can access diverse digital

content (NMK 2006a, pp.128-131; NMK 2015a, pp.118-119). The KCISA, the government body

29 http://www.emuseum.go.kr [Accessed 21 August 2017].
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dedicated to managing culture informatisation, took charge of managing this project (NMK 2006a,

pp-128-131).

The NMK was also required to become involved in a project building a database and website®,
uniting all the services relating to the Korean national heritage of culture and nature, which was
initiated by the Cultural Heritage Administration in 2000 (Sin 2005). Although the museum was not
one of the organisations which belonged to this government body, it has several national treasures
within its collections. Because the NMK comes under a different government body, the KCISA acted
as a bridge and had the responsibility for managing the project (MOCT 2002b). By doing so, it can be
said that the KCISA has continuously attracted culture organisations, and it has been enabling the
organisations move towards a certain direction (e.g. digital culture) by acting like as a representative

in the network (Callon 1986).

Since the Framework Act on National Informatisation was introduced in 2009, digital technology has
been more widely embraced in museum practices, as evidenced not only by the building of databases,
websites, and guide devices, but also by interpreting exhibitions and collections in different ways.
This phenomenon does not seem to relate to a strong government mandate, although the government

has evaluated all the projects.

According to the evaluation report of the NMK, published by the MCST in 2015, the main
performance indicators are the number of on-site visitors and the score for customer satisfaction
(MCST 2016). The evaluation indicators include the extent to which policies and plans have been
implemented on time, and responding opinions from its field and the achievement of policies, such as
the number of events (including exhibitions) organised and attending participants (MCST 2016). This
evaluation is based on a quantitative approach, and it requires the NMK to provide detailed

information to the government.

The government that came into power in 2013 further aimed to provide a budget for the development
of digital projects in order to increase the efficiency of public services. The government presented a
stronger political will to accomplish this through ‘Government 3.0°, which encourages entire
government bodies and public organisations to make their resources and data available on the internet
with free access. Organisations that truly comply with ‘Government 3.0” may receive a higher score in
their evaluation (MCST 2016). The KCISA also encourages this policy, holding meetings with
national museum directors to provide new insights into digital culture (KCISA A 2015). An aim of

national museums is to increase the amount of open data from their collections available on the

30 http://www.heritage.go.kr [Accessed 21 August 2017].
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internet from 3.5% to 92% by 2017 (MCST 2014a). As the first step, the NMK has made available
~7,300 selected high-definition digital images of its collections on its website, expecting them to be
used in education, the culture industry, and research (NMK 2013a, p.1). The Oegyujanggak Uigwe
digital project of the NMK (see Section 6.4.5) was mentioned as a successful project (KCISA A 2015)
and the NMK received extra scores during its evaluation because of it (MCST 2016).

The paradigm of digital projects led by the government has recently changed from resource
management to encouraging the practical use of the resources (MCST 2014a). The government
anticipates that the extended open data available on Korean culture via the internet and its use for
commercial purposes, will be an important foundation in driving the creative economy of Korea
(MCST 2014a). According to the analysis of my data, this government’s ambition is enough to attract
the NMK to become involved in digital culture due to its missions to present Korean culture to
audiences beyond the nation (NMK 2013a). In so doing, the development of digital project becomes
an OPP (Callon 1986) that the government, the NMK and digital technology need to pass to achieve

their final goals.

Recently, another government agency, the Korea Creative Content Agency (KOCCA) has signed a
memorandum of understanding with the NMK to produce cultural content and products that are
expected to be competitive in the global market (KOCCA 2016). The KOCCA provided funding to
digitise cultural archetypes (Joo & Lee 2012) and a range of research projects to develop technologies
that can be used with cultural content, for example, 3D models of Korean temples and game
technology (KOCCA 2012). With this memorandum of understanding, the KOCCA expects to apply
previously developed technology to the collections of the NMK.

In summary, the Korean government and government agencies have constantly encouraged the NMK
to implement digital culture. This has mainly been through laws, policies, and specific budgets for
digital projects, while evaluations work to keep the NMK within the network. The NMK tends to have
few problems with these government policies, and negotiation between the actors does not seem to
have been difficult, probably because of the shared bureaucratic culture. However, as [ will explain, in
the following sections, from the perspectives of the NMK and its museum practitioners, it appears that

they do not only act as the government intends them to.

6.3.2 The Museum Itself

As a representative museum of Korea, it is considered that the NMK should take charge of presenting
Korean heritage and history to the public from the ‘official’ point of view in order to build a national

identity and image (NMK 2006b). The museum noted that a new gallery had been refurbished to
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present Korean history, according to the national curriculum (NMK 2012, p.125). ‘History’ in a
Korean context is a relatively conservative area associated with nationalism, which may be related to
continuing historical and territorial issues among the North-East Asian countries of China, Japan, and
Korea. Thus, the NMK probably cannot be excluded from this complex context, although it aims to
function as a hub for Asian national museums (NMK 2006b, p.142) and to connect with international

visitors (NMK 2013a).

The content of digital projects in the NMK can also be understood in this context. It is continuously
argued that museum informatisation can make the information held in museum collections accessible
to the global public and can ‘correctly’ improve understanding of Korean traditional culture, heritage,
and history (Yang 2001, p.76). The recently launched guide application can also be understood in this
context, because it aims to provide knowledge of the exhibits displayed to visitors (NMK 2012, p.3),
rather than to provide opportunities to explore the content from various points of view, as in new
museology. This analysis can also be understood within the previous criticism of educational
programmes, which are only focused on teaching ‘accurate’ historical knowledge (Yang 2001, p.59).
Therefore, based on the analysis of my data, the NMK adopts a traditional museology point of view,
and this, as a conceptual tool (Engestrom 2015), affects museum practices (e.g. the development of

digital projects). [ will further discuss this argument with examples in Section 6.4.

Developing digital projects in the NMK also can be understood that the museum reflects society
changing into the information age. In order to use museum resources in ‘creative ways’ in the twenty-
first century, the museum planned® to develop e-learning programmes for children, adolescents,
adults, teachers, and foreigners (NMK 2006b, pp.95-96). Digital experience is considered as being
able to provide more learning opportunities, extend the chance to enjoying culture, and to actively

communicate with the public (NMK 2015b).

According to the analysis of my data, however, the museum director has more power than museum
practitioners in the decision-making process of the development of digital project of the NMK. For
example, the embracement of digital technology in exhibitions and education programmes of the
NMK is more encouraged by its director to leading visitors to become interested in the museum’s
tangible objects (Seo 2015). The museum director’s ambition and direction to be involved in digital
culture seems to be clear, yet the director of the NMK is appointed by the government. This

hierarchical organisational culture, however, is a barrier to establish and cultivate internal CoP

31 There were plans to develop e-learning programmes. Yet, the output of plans could not be found, except the
one presented in Section 6.4.6. This result may be associated with the director changed to another just one year
after the plans were announced; therefore, there might be difficulties to keep the plans.
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(Wenger 2010). This is because, in order to be a healthy community (Wenger et al. 2002), its members
should have equal powers and agency so that they can feel comfortable to discuss and debate with

other members, instead of having a strong leader.

Meanwhile, by organising academic seminars relating to digital culture, a device in the process of
network making (Callon 1986), the NMK has attempted to provide opportunities for gathering
together those with an interest in digital technology and has attracted other actors. For example, at a
recent international seminar, entitled ‘the future of museums and participation’, the director of the
Google Cultural Institute and a professor from KAIST, a Korean university whose research area is
dedicated to science and technology, were invited to give talks (NMK 2015a). Similarly, one subject
of an academic seminar hosted by a children’s museum of the NMK in 2016 was also about
information technology and children’s museums, and a programme manager from the Google Cultural
Institute and a manager from NAVER introduced their digital services (NMK 2016a). With these
events, the N