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“HELLO SHOPPERS?” — THEMED SPACES, IMMERSIVE POPULAR CULTURE EXHIBITION, AND MUSEUM

PEDAGOGY

IAN PETERS

Under the Direction of Ted Friedman, PhD

ABSTRACT

This dissertation explores popular culture-related themed space exhibitions and immersive mu-
seum pedagogy through the emerging post-museum, media convergence culture, and Deborah L. Per-
ry’s museum-oriented “What Makes Learning Fun” framework. These exhibitions utilize popular media
like Star Wars, Doctor Who, and the films of Hayao Miyazaki as a means of engaging audiences with
brand and subject-specific pedagogy. By bringing fictional worlds to life through environmental stimuli
(sets, sounds, objects, media segments), these exhibitions use popular texts as a means of facilitating
the educational goals of the institution by having visitors engage in “work as play.” Learning becomes
encompassed in the “fun” and “play” that is experienced with theme parks and games. Oftentimes edu-
cational programs are developed for these exhibitions that are frequently tied to specific national and
regional educational requirements. In the post-museum, visitors are assigned interpretive powers where

meaning is produced through their own personal experience. As Eilean Hooper-Greenhill argues, the use



of visual media helps transcend usual classifications of high and low culture. This study argues that fan-
dom within a themed space exhibition enhances this aspect, and the act of play enhances visitor inter-
pretation. These key issues are examined through three main examples: The Doctor Who Experience
(addressing public service vs. corporate profits), Star Wars Identities: The Exhibition (roleplaying as ped-
agogy and Alberta, Canada’s CALM program), and the Ghibli Museum (Japanese history, national identi-
ty, and self-discovery). These exhibits act as sites where the tension between branding and pedagogy
operate, and illustrate how popular texts and education are localized for different audiences. The close
examination of these themed spaces leads to a better understanding of contemporary media culture

and its social/cultural applications on an international scale.

INDEX WORDS: Post-Museum, Themed Space, Fandom, Museum, Exhibit, Exhibition, New Media, Brand-
ing, Japan, Britain, Alberta, Canada, Ghibli, Miyazaki, Doctor Who, Star Wars, BBC, BBC World-
wide, Theme Park, Theming, Play, National Identity, Pedagogy, Education, What Makes Learning
Fun
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1 INTRODUCTION

Traveling and permanent exhibits featuring popular media franchises are frequent sights in a va-
riety of museums around the world, where fictional texts are used as the framework to teach visitors
about a wide variety of subjects. These exhibits frequently include original objects such as props, pro-
duction sketches, and costumes that not only showcase the franchise in question, but also use the fic-
tional worlds as gateways for teaching about subjects that each type of museum specializes in. They are
special events that were inspired by the exhibit blockbusters (or Tut Shows) that first emerged in the
1970s," which boost ticket sales and a museum’s visibility in the media. The merging of franchise-specific
materials and subject-specific pedagogy in museums is frequently accomplished through the creation of
immersive themed spaces where, as is the case with popular theme parks like those produced by Disney
and Universal Studios, the visitor becomes immersed in the fictional worlds within the exhibit, tempo-
rarily removing that person from the “real world.” In these spaces, visitors engage in what Alison Grif-
fiths identifies as “alternative modes of spectatorship” that involve bodily immersion.’

One such example is the Indiana Jones and the Adventure of Archaeology exhibit, which has
traveled to science museums in Canada, Spain, and the United States since 2011, and provides visitors
with the opportunity to physically immerse themselves in the Indiana Jones franchise. This exhibition
uses Indiana Jones as a means of teaching visitors about archaeology and filmmaking by combining real
archaeological relics and historical information with props from the films and behind-the-scenes glimps-
es into their production. Co-produced by X3 Productions, a Montreal-based company that specializes in
designing media-oriented interactive museum exhibits,’ along with National Geographic, Lucas Film, the

Penn Museum, and Université Laval, this example illustrates how many exhibits of this nature are col-

! See: George F. MacDonald, “The future of museums in the Global Village,” Museum International 39.3 (Janu-
ary/December, 1987).

2 Alison Griffiths, Shivers Down Your Spine: Cinema, Museums, and the Immersive View, (New York: Columbia Uni-
versity Press, 2008), 1-2.

¥ X-3 Productions, http://www.x3productions.ca/home.aspx.
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laborative endeavors, bringing together museum professionals, educators, and the media industries to
develop an exhibit that not only explores the featured topics, but also represents the franchise that in-
spired it. Educational programs for visiting school groups are also frequently designed to satisfy the edu-
cational goals that are specific to the exhibition and the museum that hosts it. These programs are of-
tentimes developed to fit the educational requirements of specific geographic areas and frequently
change when the exhibit moves, not only when it goes to another country, but when it moves to anoth-
er region within a country. Therefore, themed space exhibitions not only act as sites where the tension
between branding and pedagogy operate, but in many instances also illustrate how popular texts and
education are localized for different audiences.

This dissertation explores four key themes in relation to themed space exhibitions: 1) how these
exhibits reflect the localization of popular texts and their utilization in the localization of educational
programs; 2) how “fun” and “play” are utilized in immersive museum learning environments; 3) the con-
flict that exists between corporate branding and public service pedagogy; and 4) how themed space ex-
hibitions relate to an emerging type of museum known as the “post-museum,” where visitor interpreta-
tion and personal experience are key components in an exhibition’s pedagogical impact. The emerging
post-museum serves as the theoretical curatorial framework where the other three themes intersect
with one another in a single space. Within that space, traditional approaches towards learning, the exhi-
bition of artifacts, and the museum as a public service institution are re-evaluated.

In Museums and the Interpretation of Visual Culture, Eilean Hooper-Greenbhill explores how “cul-
ture shapes consciousness, and how the museum specifically relates to this process.”* Specifically, she
looks at how objects and collections are used to construct knowledge in museums, and how audiences
relate to this constructed knowledge.” Hooper-Greenhill argues that the “biggest challenge facing muse-

ums at the present time is the reconceptualisation of the museum/audience relationship,” which muse-

* Eilean Hooper-Greenhill, Museums and the Interpretation of Visual Culture, (London: Routledge, 2000), xi-x.
> Hooper-Greenhill, x.



ums hope to strengthen through a re-evaluation of the educational relationship between them.® Muse-
ums are subsequently looking at how “museum and gallery education” has changed over the course of
the last century, as has the perceived “educational role of the museum...in relation to broader questions
about the uses of culture within a society.”” This requires a re-examination of the museum’s perceived
public service role, its economic model, and the relationships between curators, displayed artifacts, and

|”

museum visitors. Hooper-Greenhill proposes that a “polydimensional theoretical model” is needed
when studying museums as they are both social and cultural institutions where the acquisition and cura-
tion of collections — the two main institutional foci of museums —is “grounded in daily professional cul-
tural practices” that change over time.? It is through these changes that Hooper-Greenhill proposes that
a contemporary museum began to take shape in the late 20" century known as the “post-museum.”
Built upon “constructivist learning theory” where the “visitor/learner [is] both active and politicised in
the construction of their own relevant viewpoints” in regards to the objects contained in the museum’s
walls,’ the post-museum essentially uses the visitor’s own previous experiences and knowledge to help
construct meaning within the exhibits.

According to Hooper-Greenhill, “the pedagogic functions of museums can be analysed by re-
viewing both what is said...and how it is said,” and by analyzing “the narratives constructed by museum

»10

display[s]” and “the methods used to communicate these narratives.” ™ In these instances, “museum

pedagogy produces a visual environment for learning where visitors deploy their own interpretive strat-

»1l

egies and repertoires.””” In the post-museum, the visitor is an active participant in their own interpreta-

tions of the exhibits. In contrast to the modernist museum, which “unifies and rationalises, pictures and

e Hooper-Greenhill, 1.
’ Hooper-Greenhill, 1.
8 Hooper-Greenbhill, x.
o Hooper-Greenhill, xi.
10 Hooper-Greenhill, 3.
1 Hooper-Greenhill, 3.



presents relationships,”*?

the post-museum endeavors to challenge “modernist master narratives” by
bringing “histories that have been hidden away” to the forefront of the exhibition space.’® One of the
keys to achieving this is through the combination of traditional material culture in museums and visual
culture. Hooper-Greenhill identifies visual culture as “the application of theories from social and cultural
studies to those artifacts and practices that would conventionally be included within art history, such as

1% \lisual culture also encompasses mass and popular media like

painting, sculpture and architecture.
advertisements, TV, film, and other materials “which are conventionally encompassed by media studies”
that methodologically refuse “to accept the distinction between high and mass culture.”*® Themed
space exhibitions reflect this blending of traditional and mass culture by embracing visual media as the
facilitator of the space’s educational content, where visitor familiarity with the fiction influences their
interpretations.

The post-museum, according to Hooper-Greenbhill, is still an emerging concept that is in its de-
velopmental stage and has yet to be fully realized.'® Hooper-Greenhill argues that the post-museum fac-
es challenges where they struggle against “the modernist values, relations, and practices on which most
museums are based.”"” This dissertation proposes that the post-museum’s ultimate emergence is tied to
themed space popular culture exhibitions. Many of the examples that Hooper-Greenbhill discusses in her
book, such as the 1998 Torres Strait Islanders exhibition that was on display at the Museum of Archae-
ology and Anthropology at the University of Cambridge, are curated to incorporate intersecting histories

in an attempt to better represent the diverse voices and views of an exhibition’s socio-cultural topic.™

The aim of this approach is to present visitors with multiple, oftentimes competing views on the subjects

12 Hooper-Greenhill, 17.

B Hooper-Greenhill, 145.

1 Hooper-Greenhill, 14.

r Hooper-Greenhill, 14.

16 Hooper-Greenhill, 8.

v Hooper-Greenhill, 162.

18 Hooper-Greenhill, 144-145.



discussed in the museum exhibition. Incorporating multiple “paths” rather than reinforcing a master
narrative leads to a more complete “picture” of that topic for the visitors to conduct their own interpre-
tive readlings. Furthermore, Hooper-Greenhill proposes that artifacts within the museum will continual-
ly be reevaluated, reinterpreted, and re-contextualized as time progresses. While not all themed space
exhibitions pursue their chosen subjects in a manner similar to the Torres Strait Islanders exhibit (i.e.
presenting multiple views for audiences to consider within the exhibition text), | argue that there is an-
other form of interpretive power that is applied to all themed space exhibitions that results in complex
re-interpretive readings in their own right: the act of play. Unlike the master narratives found within the
modernist museum, which follow a single path, play allows visitors to experiment with the curated con-
tent, manipulate it, and offer counter, competing, or complimentary interpretations. Similarly, the in-
terpretation of fan-related materials changes over time, resulting in new meanings being assigned not
only to the artifacts themselves, but also to the museums or exhibitions that displayed them.

In themed space exhibitions, the blending of traditional material and visual culture comes to life.
The combination of the two impacts how the visitor relates to, interacts with, and learns from the exhib-
its through acts of “play.” While these exhibitions are frequently educational in nature, and the visitor
subsequently experiences a heavily curated exhibition, the major presence of visual media adds an ele-
ment of negotiation between the curator and visitor. Fandom enhances this, and the visitor is able to
assign his or her own meaning to the exhibition on a personal level that is enhanced through the act of
play. Exploring the diverse pedagogical applications of themed space exhibitions using a post-museum
framework leads to a better understanding of how to approach learning in the new media age. While

there have been many studies concerning how media saturation impacts contemporary society,” how

¥ see: Henry Jenkins, Convergence Culture: Where Old and New Media Collide, (New York: New York University
Press, 2006); Amanda D. Lotz, The Television Will Be Revolutionized, (New York: New York University Press, 2007).



museums adapt and change,”® how work and play interact,”* and how media conglomerates brand
themselves,?” there has been surprisingly little research performed into how all of these concepts com-
bine through immersive popular culture exhibitions. Themed space exhibitions, alternative modes of
spectatorship involving bodily immersion, and hands-on interactive exhibit components add tangible
interactive aspects to these fictional worlds. This provides additional context for understanding how visi-
tors interact with the larger concepts mentioned above and their place in contemporary media culture.
While the emerging post-museum provides what Hooper-Greenhill considers to be a positive
space that democratizes notions of mass/popular and high culture, as well as visitor/curator relations, it
is important to acknowledge the economic implications of incorporating branded content into the mu-
seum — a space oftentimes devoted to public service. This shift is best contextualized within a discussion
of the concept of “neoliberalism,” which emerged in response to changes in the global marketplace be-
ginning at the end of the 20" century. In his book A Brief History of Neoliberalism, David Harvey defines
neoliberalism as “a theory of political economic practices that proposes that human well-being can best
be advanced by liberating individual entrepreneurial freedoms and skills within an institutional frame-

”2 Neoliberalism, as

work characterized by strong private property rights, free markets, and free trade.
Harvey states, emphasizes the belief that “social good will be maximized by maximizing the reach and

frequency of market transactions, and [this approach] seeks to bring all human action into the domain

2% see: Eilean Hooper-Greenhill, Museums and the Interpretation of Visual Culture (London: Routledge, 2000); Kylie
Message, New Museums and the Making of Culture, (New York: Berg, 2006); Andrea Witcomb, Re-Imagining the
Museum: Beyond the Mausoleum, (New York: Routledge, 2003); George F. MacDonald, “The Future of Museums in
the Global Village,” Museum International 39.3, (January/December, 1987).

! see: Stephen Kline, Nick Dyer-Witheford, Greig de Peuter, Digital Play: The Interaction of Technology, Culture,
and Marketing, (Montreal: McGill-Queen’s University Press, 2003); Raph Koster, A Theory of Fun For Game Design,
(Scottsdale: Paraglyph Press, Inc., 2005).

*? See: Paul Grainge, Brand Hollywood: Selling Entertainment in a Global Media Age, (New York: Routledge, 2008);
David Croteau and William Hoynes, The Business of Media: Corporate Media and the Public Interest, (Thousand
Oaks: Pine Forge Press, 2001); Naomi Klein, No Logo: 10" Anniversary Edition, (New York: Picador, 2009); Sarah
Banet-Weiser, Authentic™: The Politics of Ambivalence in a Brand Culture (New York: New York University Press,
2012).

> David Harvey, A Brief History of Neoliberalism (Oxford: Oxford University Press, 2005), 2.



n24

of the market.”" This maximization is frequently accomplished by embracing “information technolo-

»25

gies”” that are developed and applied within a reconfigured economic, political, and social environment

that emphasizes the “significance of contractual relations in the marketplace.”*

Over the past several decades, the economics and politics of the museum industry have increas-
ingly reflected a transition towards neoliberalism. This is particularly apparent in an increased need to
forge business partnerships between public institutions and companies within the private sector — of-
tentimes on international levels.”’” Such relationships produce projects that increase the museum’s visi-
bility, which help their public service message (and the corporate company’s brand) reach an expanded
audience. Oftentimes the economics of these relationships are partially dependent on national contexts.
Within the United States, nonprofit museums are required to fund their organizations through a variety
of sources. As Ford W. Bell states, “American museums keep their operations going by cobbling together
a mosaic of funding sources, from government sources, from the private sector, and, increasingly, from
earned income.”? In contrast to the United States, non-profit museums in in the UK rely heavily on re-
gionally-supported (England, Wales, Scotland, Northern Ireland) independent charities that are estab-

lished under royal charters and utilize government funds.”® Some for-profit British museums like the

Doctor Who Experience, which was developed by the BBC's commercial arm BBC Worldwide, receive

2 Harvey, 3.

» Harvey, 3-4.

2 Harvey, 3.

%7 Star Wars Identities: The Exhibition, which is discussed at length in Chapter 3, is an example of an international
collaboration between organizations in public and private sectors.

*® Ford W. Bell. “How Are Museums Supported Financially in the U.S.?,” U.S. Department of State -
http://photos.state.gov/libraries/amgov/133183/english/P_You Asked How Are Museums Supported Financiall

y.pdf.
> For example, Arts Council England contributes substantial funds to a variety of artistic, museum, and library ar-

chiving endeavors. Other regional institutions include Arts Council Wales, Creative Scotland, and the Arts Council
of Northern Ireland.


http://photos.state.gov/libraries/amgov/133183/english/P_You_Asked_How_Are_Museums_Supported_Financially.pdf
http://photos.state.gov/libraries/amgov/133183/english/P_You_Asked_How_Are_Museums_Supported_Financially.pdf

their financing from a variety of sources that extend beyond government funds — including corporate
funding.®

Incorporating branded content in any museum, regardless of the national or funding context, in-
creases the visibility of a museum. If the exhibit reaches “blockbuster” status, it will increase that institu-
tion’s ticket sales, which in turn help fund the museum’s future endeavors. However, the neoliberalist
merging of public and private sectors within the museum, and the increased presence of branding as a
result of that union, frequently leads to apprehension. It is therefore important to investigate the peda-
gogical potential of these exhibits and how visitor interpretation diversifies potential readings. As Sarah
Banet-Weiser states in her book Authentic™: The Politics of Ambivalence in a Brand Culture, it is im-
portant to acknowledge that “cultural meanings are organized by economic exchange” when exploring
contemporary brand culture.* However, Banet-Weiser argues that economics and brand culture are
inextricably linked. In her discussion of the relationship between brand culture and authenticity in the
21" century, Banet-Weiser proposes that “in the contemporary era, brands are about culture as much as

32 |ncorporating artifacts of visual media into the post-museum runs the risk

they are about economics.
of branding the space, both economically and culturally. This is conceptually and industrially problematic
when dealing with non-profit museums dedicated to fulfilling public service charters — particularly when
viewing themed spaces in relation to the rest of the museum as a whole. In traveling themed space ex-
hibitions, like the aforementioned Indiana Jones and the Adventure of Archaeology, visitors are im-
mersed in a bodily experience that perceptually separates that branded space from the museum that

houses it (i.e. they are stepping into the world of Indiana Jones rather than the rest of the science mu-

seum it is contained in). While the subject-specific content that the exhibition explores still fits with the

% BBC Worldwide and its connection to the public service broadcaster BBC is discussed in greater detail in Chapter
2.

*! sarah Banet-Weiser, Authentic™: The Politics of Ambivalence in a Brand Culture (New York: New York University
Press, 2012), 7.

32 Banet-Weiser, 4.



institution that contains it, the themed space becomes a brand experience that is both a part of, and
apart from, the rest of the museum. Other examples, like the Doctor Who Experience (2011-present),
are designed to function as their own individual sites (i.e. not an exhibit housed within a larger muse-
um). In these instances, brand culture, economics, and museum pedagogy are unified in a space that is
ideologically and conceptually united.

Both types of themed space exhibitions embrace the post-museum’s democratizing approach
towards erasing existing cultural hierarchies and encouraging visitor self-interpretation that is enhanced
by fan knowledge. However, there is simultaneously a need to address the impact that branding has on
both the visitor and the museum as an institution. From a pedagogical standpoint, visitor interpretation
of these exhibits will always contain elements of brand knowledge that shapes the experience. Since the
inclusion of branded content is frequently employed as a means of attracting visitors, does its economic
repercussions negatively impact the democratizing impact that Hooper-Greenhill argues visual media
can have on the post-museum’s audience? Banet-Weiser would argue that the themed space exhibi-
tion’s fictional characteristics make the space inherently wrapped up in brand consumption. While she
argues that branding and culture are inseparably linked in the contemporary era, Banet-Weiser also
points out that brands are inherently linked to telling stories. Given the economic, pedagogical, and cul-
tural links between the other-worldly fictional realm created by themed space exhibitions and their in-
spired-brands, this notion requires further unpacking.

Brands, according to Banet-Weiser, are “meant to invoke the experience associated with a com-
pany or product,” and when the “story” of the brand is told successfully, it not only “surpasses simple
identification with just a tangible product” but “becomes a story that is familiar, intimate, personal,

n33

[and] a story with a unique history.”*> Consequently, a brand moves beyond “just the object itself” into

what Banet-Weiser identifies as “the perception,” where it consists of a “series of images, themes, mor-

33 Banet-Weiser, 4.
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f »34

als, values, feelings, and a sense of authenticity conjured by the product itsel However, as a result of

this perceptual view of branding and its relationship with notions of the “authentic,” Banet-Weiser ar-
gues that “cultural spaces that we like to think of as ‘authentic’,” including “self-identity, creativity, poli-
tics, and religion,” are becoming “increasingly formed as branded spaces, structured by brand logic and

33 Consequently, the con-

strategies, and understood and expressed through the language of branding.
tinual incorporation of brand culture into daily life signifies a shift “from ‘authentic’ culture to the brand-
ing of authenticity,” where “contemporary brand cultures are so thoroughly imbricated with culture at

736

large that they become indistinguishable from it.”*” However, Banet-Weiser emphasizes that each brand

culture is different, and consequently we need to avoid generalizations — particularly in generalizing “all

37 She argues that an approach of “ambiva-

branding strategies as egregious effects of today’s market.
lence” is the key. Rather than “[thinking] wistfully of a bygone world that was truly authentic,” Banet-
Weiser argues that “it is more productive to situate brand cultures in terms of their ambivalence, where
both economic imperatives and ‘authenticity’ are expressed and experienced simultaneously.”*®
Banet-Weiser’s notion of “ambivalence” in relation to contemporary brand culture is crucial
when examining the presence of popular media within the museum space. Embracing ambivalence al-
lows scholars to overcome the aforementioned apprehension that branded content within a public ser-
vice space potentially creates, and moves beyond viewing the comparatively un-branded museum of the
“past” in relation to the potentially branded museum of the “present” (i.e. notions of an “authentic”
museum experience over another). Authenticity further serves a triple meaning within the emerging

concept of the themed space post-museum: the aforementioned notion of an authentic museum expe-

rience; authenticity in relation to the brand; and authenticity of the fictional world. While Banet-Weiser

3 Banet-Weiser, 4.
3 Banet-Weiser, 5.
3 Banet-Weiser, 5.
3 Banet-Weiser, 5.
38 Banet-Weiser, 5.
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does not discuss branding in relation to museums, her argument that a brand is both a story and a per-
ception has intriguing implications in these spaces. The notion of “authenticity” is a major component in
themed space exhibitions that rely on bodily immersion, since losing oneself in the otherworldly fictional
space lets the visitor embrace play as the conveyer of an exhibition’s pedagogy. However, authenticity in
this instance is also linked to brand recognition, and is subsequently wrapped up in both brand culture
and economics. While this can be problematic when considering the pedagogical value of themed space
exhibitions and their connection to public service institutions, embracing Banet-Weiser’s emphasis on
ambivalence helps scholars see how economics, brand culture, and pedagogy work together rather than
against one another in themed space exhibitions.

| argue that the pedagogical opportunities found in the themed space oriented post-museum is
something that should be celebrated and encouraged rather than seen as a cynical cash-grab. By con-
sidering the interpretive power given to visitors within the post-museum, these exhibitions have the
potential to take full advantage of pedagogical opportunities through embracing fun and play. While
they are still linked to a parent brand, both economically and culturally, themed space exhibitions
should be seen as more than just an attempt to further that brand’s identification within the museum
space. Instead, they serve as a means of educating visitors about both the brand and subject-specific
content the ties into that institution’s pedagogical goals. Emphasizing the visitor’s interpretive powers
also empowers them with the ability to resist or produce counter-readings to the any of the content
they are faced with.

This dissertation further proposes that themed space exhibits — particularly their use of popular
culture and themed spaces as pedagogical tools — are representative of the changing faces of education,
museums, and media consumption during the late 20" and early 21* centuries. This is an era where, as
Henry Jenkins proposes in Convergence Culture: Where Old and New Media Collide, we are experiencing

a shift in the ways that we relate to media and popular culture, where “the skills we acquire through
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play may have implications for how we learn, work, participate in the political process, and connect with
other people around the world.”*® For Jenkins, one of the key aspects of play is that in an information
society, kids play with information just as they play with bows and arrows in hunting culture.* Jenkins
adds that popular culture is itself a way of bridging gaps between people as “a growing number of con-
sumers may be choosing their popular culture because of opportunities it offers them to explore com-

"% This is impacted by audience familiarity with transmedia

plex worlds and compare notes with others.
storytelling. In the future, Jenkins proposes that narratives may potentially develop more intuitive
transmedia storytelling that, for example, requires them to search for clues from multiple texts that ex-
pand their understanding of the narrative’s depth.* While the example he brings up involves the com-

" this can also be done by combining fact and fiction.

bination of “different media or historical fictions,
Themed space exhibitions do just that, while also acting as transmedia extensions of a corporate
brand/fictional text that provide a gathering point for people of like-minded interests to come together
and explore these spaces in the real world.

Popular culture themed space exhibits are the embodiment of Jenkins’ concept of convergence,
bringing life to the post-museum and providing an outlet where museums, educators, and media corpo-
rations work together to develop installations that increase the effectiveness of learning within those
spaces, boost sales, and increase brand recognition. In the latter half of the 20" century, museums fre-
guently needed to revitalize their curatorial approaches in response to competing experiential enter-

tainment, and embracing popular culture and themed space exhibitions is a prime example of how this

works in contemporary convergence culture. Both Jenkins’ and Hooper-Greenhill’s concepts argue that

» Henry Jenkins, Convergence Culture: Where Old and New Media Collide, (New York: New York University Press,
2006), 23.

40 Jenkins, 130.

“ Jenkins, 130.

* Jenkins, 129-130.

3 Jenkins, 129.
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the meaning we assign to objects (and media) is different for each of us, and that aspect is crucial to
how we engage with media in a convergence culture as well as the materials in the post-museum. Our
relationship with these materials is dependent upon a variety of influences, including our cultural, social,
and personal experience with them. School groups are frequent visitors to these exhibitions, and conse-
guently educational programs are often developed to incorporate these spaces into more in-depth ped-
agogical lessons that utilize the materials on display. Oftentimes these programs incorporate local edu-
cational requirements into their design or are reconfigured so that the content is more easily identifia-
ble to specific audiences.* Therefore, by studying these themed space exhibitions — both the exhibition
halls themselves and the educational programs connected to them — it is possible to not only see how
popular texts are localized by different cultures, but also how those texts are utilized in ways that reflect
the educational standards/approaches of different countries. These localization efforts also occur on a
regional level within a single country, as areas like Alberta, Canada have specific educational require-
ments that differs from its neighboring provinces.” In all of these instances, learning is enveloped within
acts of play and fun as popular culture and education merge.

However, solely examining a themed space exhibition’s educational program without focusing
on the independent visitor’s experience would do a great disservice to a significant portion of the at-
tending audience. Furthermore, such an approach follows a more traditional view of learning in museum
spaces — one that the post-museum strives to avoid. Hooper-Greenhill argues that the “formal didactic
process” of education in museums is oftentimes historically limited to “pre-booked groups such as

746

schoolchildren.”™ While this approach to education still has its merits, as Hooper-Greenhill states, she

argues that the post-museum needs to look beyond this approach and also consider the “potential mu-

* For example, Star Trek: The Exhibition, which is currently on a global tour, developed a specialized educational
program during its stay in Malaysia that featured a section on Asian astronauts. Particular focus was paid to Malay-
sia’s contribution to space travel. — Star Trek: The Exhibition — Starfleet Cadet Manual (CBS Studios, 2013): 10.

* This particular area will be discussed in relation to the Star Wars: Identities exhibition.

1 Hooper-Greenhill, 2.
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"4 This dissertation proposes that the themed space exhibition provides us

seums for life-long learning.
with a model where school groups and independent visitors work in tandem in ways that more tradi-
tional examples cannot due to the ways that these exhibitions combine play, visual media, and peda-
gogy within an experiential setting. Some of the examples discussed in this study accomplish this in
more effective ways than others. Consequently, this project provides a survey of the diverse applications
of themed space exhibitions and their pedagogical potential in the hopes that future studies can en-
deavor to find a balance between the two. The key to finding this balance is in examining the interac-
tions between curated pedagogical materials and the exhibition’s immersive experiential aspects — both
of which are wrapped up in an emphasis on the visitor’s interpretive powers through play.

The transfer of virtual objects and spaces into the physical realm, thereby providing the oppor-
tunity for the re-appropriation of popular culture for other uses, is crucial to understanding the larger
functions that these texts serve in our lives. By embracing an interdisciplinary approach that includes
media/new media studies, museum studies, material culture studies, theme park/leisure studies, game
studies, and education studies, this project illustrates how popular culture acts as a bridge that links
each of these disciplines together, allowing pop-cultural texts to permeate and function at various loca-
tions in our daily lives in ways that have been under-researched within academia. This theoretical ap-
proach helps expand upon existing discourses on the positive and negative ways media affects the way

748

we learn, the convergence of work and leisure through the gaming concept of “work as play,”” and its

place in contemporary material cultural and museum studies practices.

v Hooper-Greenhill, 2.

*® For examples, see: Stephen Kline, Nick Dyer-Witheford, Greig de Peuter, Digital Play: The Interaction of Technol-
ogy, Culture, and Marketing (Montreal: McGill-Queen’s University Press, 2003); Mark Deuze, “Convergence Culture
and Media Work,” Media Industries: History, Theory, and Method, eds. Jennifer Holt and Alisa Perren, (Wiley-
Blackwell, 2009); Mark Deuze, Media Work, (Malden: Polity Press, 2007); and McKenzie Wark, Gamer Theory,
(Cambridge: Harvard University Press, 2007).



15

To illustrate these themes, three major contemporary themed space exhibitions are discussed
and contextualized in relation to their national or regional educational requirements: the history of Doc-
tor Who exhibitions with an emphasis on the Doctor Who Experience (UK), Star Wars Identities: The Ex-
hibition (Alberta, Canada), and the Ghibli Museum (Japan). The growing presence of popular culture in
museum exhibitions indicates that these materials are not only crossing the boundaries of high and low
culture, but more importantly illustrates how educators are using popular culture as a learning tool in
site-specific pedagogical discourse.

The study of site-specific discourse, a term used by Alison Trope® in her book Stardust Monu-
ments: The Saving and Selling of Hollywood, looks at how a particular concept is utilized and contextual-
ized differently when presented in different spaces.” Trope applies this to her examination of how peo-
ple consume, experience, and understand “Hollywood” in an era with increasing box-office decline.”
Instead of thinking of “Hollywood” as something that is only encountered in traditional viewing situa-
tions, Trope explores how specific sites such as museums, theme parks, retail stores, and themed res-
taurants become “monuments” to a concept that is ever-changing, frequently “fetishized,” and not easi-
ly defined.*® By looking at Hollywood from a site-specific angle it is possible to see the diverse ways that
it is presented to audiences, where they “write Hollywood’s history, shedding light on its myriad and
often contested identities as art, artifact, entertainment, social document, educational tool, memorabil-
ia, merchandise, and object of cultural memory and history, while accentuating its cultural and historical

value.”

9 Trope’s approach was one of the major influences on the evolution of this dissertation, and is consequently cited
frequently throughout.
>0 Alison Trope, Stardust Monuments: The Saving and Selling of Hollywood, (Hanover: Dartmouth College Press,
2011), 3; 40.
31 Trope, 6.
52
Trope, 3.
>3 Trope, 5-6.
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Building on the work that Trope began and applying it to the themed space post museum, this
study also explores how specific pop-cultural texts are incorporated into real world sites, and how their
presence in the physical world impacts their identity, cultural and economic value, and function away
from the viewing screen. Examining how media texts are incorporated into museum exhibits in different
nationally and regionally-specific ways allows us to see how these fictional worlds inspire people of all
ages to learn through play in a variety of cultural contexts. Is their incorporation into the exhibition
space indicative of how contemporary culture is becoming a branded commodity, where, as Trope dis-
cusses, these texts and the materials related to them become fetishized artifacts?>* Or is this indicative
of how society, museums, and educators continue to adapt in a continually saturated media landscape,
finding ways of re-appropriating these materials into our lives in ways that can be used to our ad-
vantage? Through exploring historical and contemporary themed space exhibits, situating them within
the rise of “blockbuster” exhibitions (special exhibitions that are designed to attract large crowds and
create a sense that the visitor is attending an “event”),> the changing ways that people consume media,
and site-specific pedagogy, this dissertation delves into how the changing face of the museum merges
with contemporary media and branding culture. The key to exploring this is by merging Henry Jenkin’s
concept of media convergence with Eilean Hooper-Greenhill’s aforementioned discussion of the emerg-
ing post-museum in an exploration of how fun and play help facilitate learning within the themed space
exhibition.

Examining how learning in museums intersects with the concepts of play and fun helps this
study illustrate how site-specific pedagogy and museum educators’ approaches towards teaching con-
tinue to change, both historically and contemporaneously. It is therefore necessary to gain a better un-

derstanding of how themed space exhibitions fit into these continually evolving pedagogical techniques.

> Trope, 3.
>> George F. MacDonald, “The future of museums in the Global Village,” Museum International 39.3, (Janu-
ary/December 1987): 212
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The educational components of every themed space exhibition are developed using contemporary
techniques at the time of their production that effectively delivers each type of museum’s intended
goals. However, these techniques are by no means fixed or unchanging, particularly as museums adapt
to new technologies and media. The concepts of “play” and “fun” are at the center of many of these
approaches, where education and interactivity merge in a themed space. Many of the concepts of play
and fun in this dissertation are drawn from videogame studies scholarship, where they are frequently
discussed in relation to learning. Since themed space exhibitions engage visitors in educational activities
by merging fantasy and reality, parallels between playing games and learning through play are drawn
throughout.

According to Raph Koster, “fun” and “play” are inherently connected when considering learning
from a gaming perspective. In A Theory of Fun For Game Design, Koster argues that “fun is just another
word for learning.”*® Learning, according to Koster, is the reason we play games; it is the “drug” of
games, and we only become bored with games when they stop teaching us.>’ Similarly, people only be-

come bored with learning if “the method of transmission is wrong.”*®

This is partly because as we get
older, we tend not to think of “play” as an important part of adulthood (as opposed to childhood), and
Koster argues that the differences between work and play are not as significant as most people think.>®
“Fun” and “play,” as they are contextualized in game studies, have also been applied to museum
exhibitions by scholar/practitioners like Deborah L. Perry. In her book What makes learning fun?: princi-

ples for the design of intrinsically motivating museum exhibits, Perry argues that “play” is one of the six

key motivations that makes learning in museums fun.®® The other five motivations — curiosity, confi-

> Raph Koster, A Theory of Fun For Game Design, (Scottsdale: Paraglyph Press, Inc., 2005), 40.

*” Koster, 40; 42.

> Koster, 46.

> Koster, 10.

% peborah L. Perry, What makes learning fun?: principles for the design of intrinsically motivating museum exhib-
its, (Plymouth: AltaMira Press, 2012), 67-68.
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dence, challenge, and control — work in tandem with play to ensure that learning in museums remains

”fu n .nGl

According to What makes learning fun, Perry was tasked with developing a “research-based
framework for the design of museum exhibits...with a theoretical foundation in what makes learning fun
— that is, one that emphasizes both learning and enjoyment.”®* Identified by Perry as the “What Makes
Learning Fun” (WMLF) framework,® she argues that play “is something that is important not just for
children but for every visitor,” where feeling playful, “even if only in their minds,” results in “more suc-
cessful and satisfying experiences.”®* Additionally, Perry argues that “play and exploration” are crucial
aspects of the initial stages of learning about new things — something that continues throughout all parts
of life, whether someone is a novice or an expert.®> WMLF is a framework that is referred back to
throughout this study, as fun and play, particularly when incorporated into a museum’s educational cur-
riculum, can lead to more successful experiences that have lasting impressions on the visitors. Themed
space exhibits accomplish this by combining hands-on interactive materials with bodily immersive envi-
ronments that place the visitor within a world where fiction and reality merge.

Using media as a means to facilitate education also coincides with Arvind Singhal’s and Everett
M. Rogers’ notion of “entertainment-education.” In their book Entertainment-Education: A Communica-
tion Strategy for Social Change, Singhal and Rogers define “entertainment-education” as “the process of

purposely designing and implementing a media message to both entertain and educate, in order to in-

crease audience knowledge about an educational issue, create favorable attitudes, and change overt

* perry, 67-68.

6 Perry, 6.

® This is used in a model that Perry developed called the Selinda Model, which focuses on three “complimentary
perspectives on visitor learning”: an outcomes perspective, an engagements perspective, and a motivations per-
spective. — Perry, 39.

ot Perry, 68.

6 Perry, 68.
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% While combining entertainment with education is not a recent concept, as Singhal and Rog-

behavior.
ers point out, “the conscious use of the entertainment-education strategy in mass communication (es-
pecially in television, radio, and film).”®” Additionally, social change is a key component that Singhal and
Rogers attribute to entertainment-education.®® Although themed space exhibitions do not have the
same communicative reach as the media that inspired them (television, film, etc.), privileging popular
culture artifacts within these spaces can be considered a form of social and cultural change as it blurs
the historical distinctions between high and low culture while simultaneously makes the museum more
accessible to audiences. Within this context, themed space exhibitions have the potential to touch visi-
tors in ways that traditional museum exhibitions cannot and can leave a lasting impression on them.
When these concepts merge with the consumption of branded commodities, tensions between
branding and education come into focus. These sites create transmedia texts where, as Paul Grainge®
argues, the text migrates into different markets, embodying paratexts,” and extend the life of a narra-
tive (and product) beyond a single film release through corporate synergy and collaboration. Branding
education, as is discussed by Naomi Klein, can have negative implications when brand names gain “tal-

»" \While Klein’s concerns are

ismanic power” and we lose what she refers to as the “unbranded space.
valid, and branding education does have some worrisome implications (as is discussed later), it also illus-

trates a desire to make learning “fun” by blurring the boundaries between work and play, as well as ed-

ucation and consumer culture in an era of increasing media convergence.

% Arvind Singhal and Everett M. Rogers, Entertainment-Education: A Communication Strategy for Social Change
(Mahwah: Lawrence Erlbaum Associates, Publishers, 1999), xii.

& Singhal and Rogers, xii.

o Singhal and Rogers, xii.

% paul Grainge, Brand Hollywood: Selling Entertainment in a Global Media Age, (New York: Routledge, 2008).

7 Also see: Jonathan Gray, Show Sold Separately: Promos, Spoilers, and Other Media Paratexts, (New York: New
York University Press, 2010).

"t Naomi Klein, No Logo: 10" Anniversary Edition (New York: Picador, 2009), 141; 105.



20

The themed space exhibition and its integration into local educational requirements is indicative
of the evolution of museum education in the face of rapid changes in technological saturation, media
consumption, and consumerism. Although the increased presence of popular culture in museums can in
some ways be contextualized negatively using Klein’s aforementioned concerns over branding education
and the loss of the unbranded space, this study argues that its inclusion follows the historical trajectory
of how museum education evolves. The ways that museums approach teaching and understand how
people learn within their walls has always been a continually evolving process. It continues to change to
such an extent that scholars like George E. Hein argue that this continual flux is what defines the study
of education and needs to be taken into consideration whenever it is applied to any academic or practi-
cal study. In Learning in Museums, Hein argues that it is impossible to build a hierarchical literature for
the field of education as is done with subjects like chemistry as “there is continual conflict about all the
significant issues surrounding learning” where the “variables not only increase but actually change with

72 Consequently, Hein proposes that previous educational practices need to be “interpreted and

time.
translated before [they] can be applied in today’s settings,” as is the case with any cultural artifact
housed in a museum.”® This is of particular importance when considering how new media plays an im-
portant role in the development of these exhibitions throughout their history, and the roles that they
play in their educational elements.

Interactive components in museum exhibits, both in themed space exhibitions and in traditional
museum spaces, also have the potential to impart lasting influence on visitors. Hein states that muse-
ums have the power to change the lives of their visitors through experiences that are “not only ‘hands-
on’ but also ‘minds-on,”” and that the experiences themselves must be “educative” in their organiza-

tion.”* His use of the term “educative” comes from John Dewey’s concept of “educative experiences.””

72 George E. Hein, Learning in the Museum, (New York: Routledge, 1998), ix; x.
73 Hein, x.
7 Hein, 2.
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In his book Experience and Education, Dewey argues that educative experiences allow for visitors to
grow and learn from their educative museum experiences.’® However, not all experiences are educative

“ui

in nature. Some can be “mis-educative” and have “‘the effect of arresting or distorting the growth of

further experience.””’”’

As themed space exhibitions are connected to for-profit media corporations due
to the use of branded content, they run the risk of becoming mis-educative. At the same time, they have
the power to add to the visitor’s association with those franchises by expanding their relationship with
them through a proper balance of hands-on and minds-on — a positive result that fits with, as this disser-
tation later discusses, the concepts of brand synergy and cross-promotion.”

In addition to creating a sense of fun and play through bodily immersion within themed spaces,
the exhibitions discussed in this paper frequently incorporate both analog and digital games into their
interactive components. This serves as a means of providing tangible activities that cater to fan-interests
and provide hands-on/minds-on interactivity for casual visitors (people who do not identify as fans).
While fandom enhances visitor identification and interpretation within the post-museum framework,
not all visitors that attend are necessarily fans. This will impact their interpretation of the exhibition just
as much as a fan’s familiarity with content not discussed in the exhibit will. Contextualizing interactivity
and education through games creates a bridge where fan and non-fan can learn through play. By incor-
porating play and fun into an analysis of their educational elements, the roles that these exhibits play in

museum pedagogy are easier to examine fully and historically situate them. Combining existing dis-

courses on learning in museums with “play” gains a better understanding of the roles that themed space

” John Dewey, Experience and Education (New York: Macmillan, 1938) — quoted in George E. Hein, Learning in the
Museum (New York: Routledge, 1998), 2.

76 Hein, 2.

77 Dewey, 13-14. Quoted in — Hein, 2.

78 This dissertation also explores other shifts in museum practices, as discussed by scholars like Kylie Message and
Andrea Witcomb. These authors discuss how, like Eilean Hooper-Greenhill, new theoretical models and approach-
es toward the museum have impacted their development and scholarly understanding of them. See: Kylie Mes-
sage, New Museums and the Making of Culture, (New York: Berg, 2006); Andrea Witcomb, Re-Imagining the Muse-
um: Beyond the Mausoleum, (New York: Routledge, 2003).
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exhibitions play in museums, both in the past and the present, and lets scholars postulate on their po-

tential place in the future.

1.1 Immersion, Spectatorship, Interactivity, and Theming — How Museums and Theme Parks Trans-
cend the Everyday

For the last several decades, museum studies, media studies, and leisure studies scholars have
discussed how the boundaries between theme parks and museums have become harder to distinguish.
Scholars such as the aforementioned Alison Trope’® and Alison Griffiths,®® along with George F. Mac-
Donald,®" David Lowenthal,®> Edward A. Chappell,® Richard Handler and Eric Gable,® and Lynn Spiegel®
have explored how the presence of new, interactive, and immersive/experiential media have forced us
to re-conceptualize our traditional perceptions of the museum. Bodily immersion, hands-on interaction,
and role-play simulation are all established tools used by museums in their educational programs as al-
ternatives to more traditional classroom-based curricula. Although these approaches have been parts of
museums for decades, the rising presence of pop-culture-related interactive components and themed
spaces within museum settings has forced scholars, curators, and educators to rethink historical percep-

tions of highbrow and lowbrow, and heritage and popular. Most of the existing discourse explores how

7 Alison Trope, Stardust Monuments: The Saving and Selling of Hollywood, (Hanover: Dartmouth College Press,
2011).

8 Alison Griffiths, Shivers Down Your Spine: Cinema, Museums, and the Immersive View, (New York: Columbia Uni-
versity Press, 2008).

8l George F. MacDonald, “The Future of Museums in the Global Village,” Museum International 39.3, (Janu-
ary/December, 1987); George F. MacDonald and Stephen Alsford, “Museums and Theme Parks: Worlds in Colli-
sion?”, Museum Management and Curatorship 14.2, (1995).

& David Lowenthal, “The Past as a Theme Park,” Theme Park Landscapes: Antecedents and Variations, eds. Terence
Young and Robert Riley, (Washington DC: Dumbarton Oaks, 2002).

¥ Edward A. Chappell, “The Museum and the Joy Ride: Williamsburg Landscapes and the Spectre of Theme Parks,”
Theme Park Landscapes: Antecedents and Variations, eds. Terence Young and Robert Riley, (Washington DC: Dum-
barton Oaks, 2002).

# Richard Handler and Eric Ga ble, The New History in an Old Museum: Creating the Past at Colonial Williamsburg,
(Durham: Duke University Press, 1997).

& Lynn Spigel, “Our TV Heritage: Television, the Archive, and the Reasons for Preservation,” A Companion to Tele-
vision, ed. Janet Wasko, (Blackwell, 2010).
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these changes impact more traditional museums that deal with heritage-based history. Recently, schol-
arship has begun to look into popular culture-based museums and exhibitions.®® However, it is still a rel-
atively untouched area within museum and media studies that needs further development — particularly
in relation to how popular culture themed spaces, enhanced with new media, are utilized in educational
programs and museum pedagogy within a post-museum framework.

This study is primarily situated within media/new media studies, museum studies, material cul-
ture studies, and education studies, but also ties in elements of leisure studies and game studies to help
clarify the ways that all of these concepts come together in an exhibition space. Bodily immersion, alter-
native modes of spectatorship, the intersection between the virtual and the real, and play, are all key
concepts when exploring these exhibitions. Many of these terms are contested, viewed, and defined
differently by each discipline, and have continued to evolve over the years. More recently, there have
been some points of crossover between disciplines in relation to the concept of bodily immersion.

” u

“Immersion,” “spectatorship,” and “interactive” are terms that, as Alison Griffiths points out,
come “prepackaged in the discursive wrappings of academic tropes and biases, 1990s promotional cul-
ture, and aesthetic experimentation that traverse commercial and intellectual fields of inquiry, as well as

historical and cultural contexts.”®’

In her book Shivers Down Your Spine: Cinema, Museums, and the Im-
mersive View, Griffiths approaches each of these terms from a bodily standpoint to differentiate muse-

um-going from other modes of spectatorship more commonly utilized in film studies, where the specta-
tor is immersed within the world of a film inside of a darkened theater.® Incorporating material culture
studies and museum studies into her analysis, Griffiths explores what she identifies as “alternative

modes of spectatorship” that involve bodily immersion, which she defines as “the sensation of entering

a space that immediately identifies itself as somehow separate from the world and that eschews con-

% See: Alison Trope, Stardust Monuments: The Saving and Selling of Hollywood, (Hanover: Dartmouth College
Press, 2011).

87 Griffiths, Shivers, 1.

8 Griffiths, Shivers, 1.
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ventional modes of spectatorship in favor of a more bodily participation in the experience, including al-
lowing the spectator to move freely around the viewing space (although this is not a requirement).”®
Examining this concept historically, Griffiths explores examples including museum panoramas of the 18"
and 19" centuries, elaborate churches and cathedrals, and IMAX and planetarium shows at contempo-
rary museums. Immersive spaces envelope the visitor and create a sense of “otherness of the virtual
world one has entered, neither fully lost in the experience nor completely in the here and now.”®
Griffiths argues that it is this sense of otherness is key to understanding “alternative modes of
spectatorship, in particular immersive and interactive ways of experiencing visual spectacle that are not

" This allows a flexibility frequently not

usually considered part of the canon of film spectatorship.
found in most spectatorship that moves beyond the cinema, emphasizing how a space “resonates” with-
in the viewer (or visitor). In museums this allows greater understanding of: “what modes of spectating,
moving, seeing, listening, thinking, and feeling do, and should, museums engender”; how “museum pro-
fessionals mediate the persistent oppositions between public versus private space, science versus spec-
tacle, civic versus corporate interest, hands-on versus hands-off, screen versus glass, and voice versus
text”; and how “visitors make sense of screen culture in museums.”*? Exploring these questions within
the context of popular culture themed space exhibits allows us to consider alternative modes of specta-
torship within the realm of transmedia consumption, particularly in regards to how traditional notions of
cinema spectatorship expand once those texts are removed from the screen and placed into the envi-
ronment that surrounds the viewer. This also provides an additional theoretical framework within which

to examine visitor interpretation within the post-museum by considering how media spectatorship fac-

tors into the interpretive process.

* Griffiths, Shivers, 2.
% Griffiths, Shivers, 3.
ot Griffiths, Shivers, 1.
92 Griffiths, Shivers, 7.
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Immersion in a theme park involves what leisure studies scholar Scott A. Lukas identifies in his

|ll

book Theme Park as placing an individual “inside an unfolding and evolving drama” within “an enclosed
space that contains thrill rides, shows, restaurants and food, and other attractions that are all tied to
thematic landscapes that reflect our most popular fantasies,” becoming a “fully fledged social and archi-
tectural form that continues to impact more and more people throughout the world, even if they do not

realize it.”*

Like Griffiths, Lukas seeks to differentiate immersion and spectatorship in a theme park
from those in cinemas and theaters. He identifies those latter audiences as “passive audiences” who
merely watch what is happening on stage or on screen.*® Unlike these other forms of entertainment
(and similar to museum exhibitions), theme parks provide a physical location where the visitor “can es-
cape the problems of [his or her] everyday life and instead play in a virtual reality in which those prob-
lems are washed away and replaced with a world of immersion, joy, ecstasy and excitement.”® These
spaces allow visitors to engage in an “immersive experience and moves seamlessly from utilitarian mo-
ments to symbolic ones,” continuously and without interruption.”® The similarities between Lukas’ and
Griffiths’ approaches towards theming illustrate the merging of museums and theme parks on a concep-
tual level, which is further complicated by embracing popular media in both environments.

While Lukas identifies that themed restaurants and food are part of what makes theme parks
all-encompassing, enclosed themed spaces, a discussion of Japanese Love Hotels helps to expand our
understanding of bodily immersion and the literal consumption of popular culture in alternative ways.

Derek Foster’s chapter “Love Hotels: Sex and the Rhetoric of Themed Spaces” in Lukas’ edited collection

titled The Themed Space: Locating Culture, Nation, and Self further illuminates immersion through bodi-

% Scott A. Lukas, Theme Park, (London: Reaktion Books, 2008), 8.
94
Lukas, 8.
% Lukas, 7.
% Lukas, 10-11.



26

ly terms.”’” Contextualizing this concept through a multidisciplinary material culture and theme
park/leisure studies lens, Foster argues that, on a material level, Love Hotels — themed hotels where sex
is the entertainment that defines them as social spaces — “offer rooms as simulations or artificially re-
created milieus designed to connote disparate fantasy spaces” for entertainment and commercial pur-
poses.”® The key point of interaction with these rooms is the way that guests engage in bodily immersive
experiences in these spaces,” which are sometimes themed after specific popular culture texts, such as

Batman'® and Hello Kitty."**

Foster states that these spaces function on a material level and, “as visitors
move through the space and play with things in it,” they “assent to the narratives of the place” through
the activities they engage in within that themed space.'®” Citing Greg Dickinson, Brial L. Ott, and Eric Ao-
ki’s “Spaces of Remembering and Forgetting: The Reverent Eye/I at the Plains Indian Museum,” Foster
argues that the “themed landscape ‘engages the body, shifts its attention, and does its work visually,
aurally, and haptically,”'® just as any experiential landscape” does.'®* Additionally, Foster argues that
“the symbolic and material aspects of themed spaces combine to interpolate visitors as concrete sub-

105
” a

jects and reinforce” themed hotels in ways that are different from more “ordinary environments 3

the privacy of a love hotel provides the opportunity for visitors to bodily engage with the space’s fiction.

%7 Derek Foster, “Love Hotels: Sex and the Rhetoric of Themed Spaces,” The Themed Space: Locating Culture, Na-
tion, and Self, ed. Scott A. Lukas (New York: Lexington Books, 2007), 174-175.

% Foster, 167.

% Foster, 167.

1% see: Lucia Peters, “Batman is Moonlighting as a Hotelier,” Crushable.com (March 11, 2011) -
http://www.crushable.com/2011/03/11/other-stuff/batman-is-moonlighting-as-a-hotelier/.

%Y Eor a news video that explores how people use Love Hotels (and to get a glimpse at the Hello Kitty themed

room as well as other rooms), see: Journeyman Pictures, “Love Hotels — Japan,” YouTube.com (April 8, 2008) —
http://www.youtube.com/watch?v=HyY5 T350ik.

102 Foster, 175.

Greg Dickinson, Brial L. Ott and Eric Aoki, “Spaces of Remembering and Forgetting: The Reverent Eye/| at the

103

Plains Indian Museum,” Communication and Critical/Cultural Studies 3.1 (March 2006): 35 — Quoted in: Foster,
175.

104 Foster, 175.

105 Foster, 175.


http://www.crushable.com/2011/03/11/other-stuff/batman-is-moonlighting-as-a-hotelier/
http://www.youtube.com/watch?v=HyY5_T35Oik

27

While the activities that visitors engage in at Love Hotels are different than in museums or
theme parks, examining them in relation to these other environments expands our understanding of
how immersion and consumption function “bodily” in an era of media convergence. As Jenkins proposes
in Convergence Culture, participatory culture is a key aspect of this era, which involves an active role in
media spectatorship.'®® While many of the discussed forms of participatory culture involve the creation
of fan films, fan fiction, costumes, and other materials, the participatory aspect of Love Hotels is the
creation of experiences (usually of the intimate variety) that, in instances like the Batman and Hello Kitty
rooms, utilize popular media in their construction. When viewed in relation to theme parks or themed
space exhibitions in museums, Love Hotels symbolize another way that popular culture, bodily immer-
sion, and theming permeate not only various spaces we inhabit during our lives, but also how themed
immersion is incorporated into various activities (learning, playing, eating, sex, etc.). Understanding the
extent to which these texts permeate our lives through the spaces we inhabit leads to a deeper under-
standing of how immersive themed spaces operate when applied to specific sites. These texts are not
only consumed by watching them but by living them and experiencing them bodily, and that transcend-
ence from the virtual into the physical is an aspect of convergence culture that needs further examina-
tion.

Theming is also a concept that is not easily defined, and there are some points of contention re-
garding its definition. In Theme Park, Lukas builds upon his previous study titled The Themed Space: Lo-
cating Culture, Nation, and Self, arguing that “theming ‘involves the use of an overarching theme, such
as western, to create a holistic and integrated spatial organization of a consumer venue’ and theming
represents the movement of the amusement park form to the theme park form.”*%” As the title indi-

cates, this study primarily explores theming in relation to theme parks. However, at the same time, Lu-

106 . “ ”

Jenkins, “Convergence,” 3.
197 5cott A. Lukas, The Themed Space: Locating Culture, Nation, and Self (New York: Lexington Books, 2007) — cited
in Scott A. Lukas, Theme Park (London: Reaktion Books, 2008): 68.
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kas contextualizes theme parks in relation to museums, malls, and other everyday places — all of which,
he argues, have become influenced by the theme park and make theming “indistinguishable from eve-

7198 As is the case with Trope’s discussion of the pervasiveness of “Hollywood,” the prolifera-

ryday life.
tion of these concepts leads the way for site-specific discourse. Their presence in these locations not
only indicates a merging of the museum and the theme park, but also a merging of the museum with
other aspects of our daily lives.

The points of overlap in immersion, spectatorship, and interaction across these disciplines is
where the discussion begins, allowing an in-depth analysis of how they are used as learning aids in mu-
seum exhibits, how education in these instances becomes branded, and how the value and meaning of
popular culture has continued to change. Understanding how alternative modes of spectatorship and
bodily immersion function in museum pedagogy in different cultural contexts gains further understand-
ing of how media is consumed in a convergence culture, illustrating that learning and play, when viewed
in a site specific way, are oftentimes becoming merged. While this does potentially lead to concerns that
life has been overtly saturated with popular culture and corporate branding, this dissertation argues

that embracing fun and play is going to be an important part of pedagogy outside of the classroom as

we continue into the 21* century.

1.2 “Hello Shoppers!” — Education, Branding, and Popular Media “Tut” Shows

As was indicated earlier in this introduction using Sarah Banet-Weiser’s argument concerning
the relationship between economics, brand culture, and authenticity in the 21* century, concern over
“branding” education through the use of these popular texts is a key issue when popular culture and
education merge. These concerns, while valid, need to be understood in relation to how branding works
synergistically, and what impact that has on museums, corporate franchises, and their audiences in rela-

tion to their business goals. Paul Grainge’s Brand Hollywood: Selling Entertainment in a Global Media

10814 kas, 9.
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Age explores how film texts migrate globally across various platforms and in different contexts, illustrat-
ing how branding influences the audience’s understanding of those texts before, during, and after the

109

viewing experience.”~ He identifies three major critical approaches to branding film: by analyzing a

film’s marketing, corporate synergy, and rights/legal property status. Contemporary cinema, Grainge

"9 and these three approaches are important

argues, is “defined by the migration of texts across media,
to establishing that migration. Films are not only developed with a marketing plan already under consid-
eration, but, as Grainge discusses using Charles Acland, developed to gain revenue “from both interna-

7111

tional audiences and ancillary markets” in the creation of a “mutating global product.”" "~ This results in

the development of what Acland identifies as a “widening life cycle of film texts, drumming up by audi-

»112 Branded texts

ences as works pass from one territory to another, from one medium to another.
therefore do not end with the film, but are instead extended to other paratexts that are frequently con-
sumed within fan communities.'”> Themed space exhibitions are an example of how these texts contin-
ually revitalize themselves through new transmedia endeavors. They attract new and old audiences to
that brand and extend it into museums, who receive a boost in audience attendance through the busi-
ness relationship. As was discussed earlier, this dissertation argues that the pedagogical value of these
exhibitions increases their value beyond that of a cynical cash-grab. However, Grainge’s argument re-
garding media convergence and the three approaches he identifies also need to be considered while

examining branding within themed space exhibitions, particularly in regards to the conflicting pull be-

tween public service and corporate profit that exists within these exhibits.

1% paul Grainge, Brand Hollywood: Selling Entertainment in a Global Media Age (New York: Routledge, 2008).

1o Grainge, 11.
! Charles Acland, Screen Traffic: Movies, Multiplexes, and Global Culture (Durham: Duke University Press, 2003) —

Referenced in: Grainge, 9.
12 Charles Acland, Screen Traffic: Movies, Multiplexes, and Global Culture (Durham: Duke University Press, 2003):
77. - Quoted in: Grainge, 14.

3 jonathan Gray’s concept of entryway and in-medias-res paratexts are discussed in relation to themed space
exhibitions later in this dissertation. See: Jonathan Gray, Show Sold Separately: Promos, Spoilers, and Other Media

Paratexts. (New York: New York University Press, 2010).
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While Grainge does not discuss museum exhibits specifically, his analysis is equally applicable to
popular culture exhibitions and museum pedagogy — particularly in regards to relying on branding, de-
veloping synergy through collaboration between various media institutions, exhibition design compa-
nies, and museums, as well as limiting the risk of financial loss and ensuring financial gain by reducing
uncertainty in their production. This latter aspect is accomplished by producing exhibits that are site-
specific and tailored for different audiences depending on the type of museum (i.e. you are more likely
to see an exhibit where Star Trek is used as a tool to teach visitors about physics and space travel in a
Science Museum than in a Natural History Museum). Creating a blockbuster film and creating a block-
buster exhibit, particularly now that popular culture tends to be the focus of those exhibits, share more
similarities than differences. Museums in the past several decades have focused a great deal of re-
sources on creating or hosting what George F. MacDonald identifies as “blockbuster” exhibits (or “Tut

114 \which attract visitors and com-

shows” — named after the phenomenon that “launched the genre”),
pete with other forms of experiential entertainment.

In his article “The future of museums in the Global Village,” MacDonald notes how museums,
prior to the blockbuster exhibit, were considered “non-events.” The growing interest in theme parks like
Disney’s Epcot, which also host exhibits featuring “National Treasures” and artifacts from around the
world,"forced curators to look for ways of boosting ticket sales and interest in their museums.™® The
Treasures of Tutankhamun (1972-1981) was the model that inspired the blockbuster exhibits that fol-
lowed, which strove to generate media coverage and create the feeling that visitors are attending an

7117

“event”””" — the same feeling that they get when attending a theme park like Disney World or the re-

lease of a blockbuster movie like Star Wars. The same approach that was taken with King Tut continues

14 MacDonald, “The future of museums,” 212.

s MacDonald, “The future of museums,” 213.
MacDonald, “The future of museums,” 211-212.

MacDonald, “The future of museums,” 212.

116

117
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with popular culture exhibitions, where their creators and the museums that host them seek to create
this sense of an event while also generating media coverage, improving tourism, and boosting sales.
Published in 1987, MacDonald’s essay essentially predicts themed space exhibits like the ones
discussed in this dissertation. He states that museum exhibits in the future need to incorporate more
interactive technology into the spaces, embrace multimedia, find ways of integrating museums into the
tourist industry, and maintain their educational mission while adding “entertainment elements for reve-

7118 MacDonald mentions that

nue generation...in order to compete for customers with other attractions.
at the time he wrote the article, there were considerable tensions between museums, theme parks, and
the media industry as they sought to improve ways of attracting more customers in an increasingly
competitive market.'® Referencing the Smithsonian’s acquisitions of props, costumes, and sets from a
variety of television programs like Dallas, Sesame Street, Happy Days, and a special exhibition featuring
a stage set from M.A.S.H, *° MacDonald argues that the museum’s decision to feature such items is a
move to turn “the tables on the media by capturing media icons as its treasures.”**!

Although MacDonald does not talk about immersive exhibits specifically, this type of themed
space exhibition is essentially the culmination of when the three competing institutions merge, blending
museums, theme parks, and media industries together into a major blockbuster “event.” This means
that these exhibitions, which use specific franchise brands as pedagogical tools and also generate profits
for all parties involved, brand education. As was discussed earlier using Singhal and Rogers using their
concept of entertainment-education, using media as a means of educating through entertainment has

122

the potential to facilitate social change.”* While social change is not necessarily the goal of all media-

enhanced educational content, media-oriented education has the potential to touch people in ways that

18 MacDonald, “The future of museums,” 216.

19 MacDonald, “The future of museums,” 213.

120 MacDonald, “The future of museums,” 212.

121 MacDonald, “The future of museums,” 212

122 Singhal and Rogers, xii.
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other forms of education cannot. Some argue that this is not always for the better. Using popular media
for educational purposes is also not solely the purview of museums. Franchises like Disney have pro-
duced books teaching children how to learn the alphabet, count, and other essential activities for years
— something that is not always viewed as a positive thing. While Naomi Klein’s aforementioned concerns
regarding the branding of education, the loss of unbranded space, and the notion that “the brand name

123 should not be dismissed entire-

acquires a talismanic power” for those that seek them out at any price
ly, we need to look beyond the trappings of media effects fears and instead look for ways that media
can enhance existing practices. When viewed in the context of the post-museum and the interpretive
powers that fandom has on visitors, scholars can look at the relationship between consumers, institu-
tions (like museums), and pedagogy in a more positive light.

The quote “Hello Shoppers,” which is included in this dissertation’s title, is taken from the be-
ginning of the Doctor Who Experience (2011-Present) as it appeared between 2011 and 2014. While
Chapter 2 explores the history of Doctor Who exhibitions and culminates in an in-depth analysis of the
Experience, the concept of “Hello Shoppers” connects to all of the exhibitions discussed in this study.
The line embodies this tension between the exhibitor’s role as an educator and the franchise branding
they present the visitor with. Originally housed at the Olympia 2 Centre in London in 2011 before mov-
ing to a semi-permanent facility in Cardiff Bay in 2012, the Doctor Who Experience combines a
walkthrough immersive Doctor Who “ride” adventure that is followed by an exhibit featuring costumes,
sets, and props from the television program’s 50 year history. When visitors first entered the
walkthrough experience in its 2011-2014 incarnation'** they were addressed as museum attendees at
the futuristic Starship UK Museum (a reference to an early episode featuring the 11" Doctor Matt Smith,

who also starred in this adventure at the Experience). However, only a few moments later the Doctor

arrived and hailed them with the greeting “Hello Shoppers!” From this point on, the visitors were treat-

12 Klein, 141.

124 Chapter 2 explores the changes in the Doctor Who Experience and its relation to the evolving narrative.
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ed as consumers rather than museum visitors. At the conclusion of the “ride” portion of Experience, the
Doctor told them to go forth and “do shopping” as they exited into the exhibit itself (after which they
finally left the Experience by way of the gift shop —a trend that is seen throughout many of the exam-
ples discussed in this paper).

The concept of “shoppers” in themed space exhibitions is capable of holding multiple meanings.
Teresa Forde’s chapter ““You Anorak!: The Doctor Who Experience and Experiencing Doctor Who” in
Paul Booth'’s edited collection Fan Phenomena — Doctor Who contextualizes the Experience as “a
themed ‘spin-off’ of the Whoniverse [that] may hold additional connotations of commercialism similar

to visiting a theme park based on fictional characters [that] may be viewed different[ly] to accessing the

»125

traditional archive of academic interest. Utilizing Henry Jenkin’s concept of the “aca-fan,” which is a

derived from the British slang for nerd (“anorak”) and is used to “describe the fan/academic identity,”**°

Forde explores how the Doctor Who Experience is a “commercial venture from BBC Worldwide” which

isn’t a “traditional museum” but “demonstrates the ways in which contemporary museums make them-

»127

selves seemingly more interactive and accessible to the public.””** When combining this with the notion

of participatory culture, Forde proposes that the designation of “shoppers” also means that the visitors

wi 7128

are possibly “‘shopping’ for an experience.” *® This, consequently, is wrapped up in Walter Benjamin’s

notion of “shoppers as cultural ‘grazers,’” or flaneur, “who saunters through the city, surveying all there

7129

is to see.””” Therefore, consumption in this context is wrapped up in the notion that buying is now a

modern day leisure activity,*° where museum visitors are shopping for experiences. By exiting through

12> Teresa Forde, “You Anorak’: The Doctor Who Experience and Experiencing Doctor Who,” Fan Phenomena —

Doctor Who, ed. Paul Booth, (Chicago: Intellect Books, 2013), 63.
126 Forde, 63.
Forde, 64.
Forde, 65.
Forde, 65.
Forde, 65.
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the gift shop, these “shoppers” can also purchase mementos that “conjure up a sense of the
Whoniverse” and become a physical memory that reminds them of their visit."*"

Doctor Who, which is one of the longest-running and most cherished programs on British televi-
sion, is produced by the BBC. As a public broadcasting channel that adheres to a public service mandate,
the BBC requires its programming to “[sustain] citizenship and civil society,” to “[promote] education
and learning,” to “[stimulate] creativity and cultural excellence,” to “[represent] the UK, its nations, re-
gions and communities,” to “[bring] the UK to the world and the world to the UK,” and “[deliver] to the

"132 ns is discussed in Chapter

public the benefit of emerging communications technologies and services.
2 of this study, the contrast between these public service purposes and “Hello Shoppers” is quite jarring
conceptually and ideologically. The exhibit itself primarily focuses on the show’s history and how the
BBC produces special effects and sounds for the show, but Educator’s Guides are available for teachers
who bring their students to the Exhibition that incorporates Doctor Who, the walkthrough adventure,
and the displays into other subjects, such as history, art, communications studies, and science. Never-
theless, the tension between franchise consumption and museum-based learning remains, and this di-
chotomy is at the heart of all of the exhibits this dissertation discusses. That does not take away from
their potential value as ways of making learning “fun” through bodily immersive themed spaces, their
ability to boost museum ticket sales through garnering interest in both the franchises they feature and
the subjects they explore, or how the proliferation of these exhibitions continues to blur distinctions

between high and low culture. Rather, it is part of what makes these exhibits indicative of contemporary

media culture, and how it reaches into other aspects of our daily lives and cultural practices.

131 Forde, 66.

132 “|nside the BBC: Public Purposes,” BBC.co.uk,
http://www.bbc.co.uk/aboutthebbc/insidethebbc/whoweare/publicpurposes/.
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1.3 Methodology

There were three determining factors that | followed in designing this dissertation and selecting
the exhibits/museums that it discusses. The first factor was ensuring that each of the examples utilized
themed spaces in their design. There are many pop-culture exhibits that do not rely on themed spaces,
such as the Cartoon Museum’s Doctor Who In Comics: 1964-2011 exhibit (London, 2011),"** the Vancou-
ver Art Gallery’s Krazy! The Delirious World of Anime + Comics + Video Games + Art (Vancouver,
7/17/08-9/7/08),"** and the Star Trek: 40 Years of Fandom exhibit at the American Museum of the Mov-
ing Image (New York, 2006-2007)."** While exhibits like these are incorporated into educational pro-
grams and enhance a museum’s pedagogical goals, they do so in ways that rely on more traditional ex-
hibitory practices. As this dissertation explores how themed space exhibitions and popular culture
merge to fit educational goals, exhibits of this nature are not discussed.

The second determining factor was one of availability — of documents, potential site visits, and
video records whenever | could not experience the spaces myself. This dissertation was developed
through a combination of first-hand visits to exhibits and museums in the United States, Canada, and
the United Kingdom between 2011 and 2015, and researching documents that are available both public-

ly and privately (from contacting the museums themselves and searching eBay for materials pertaining

3 The Cartoon Museum specializes in educating visitors about the history of cartoon illustrations dating back to

political cartoons in the 1700s. They feature many exhibits that explore popular comics and animation cells from
the 20" and 21 centuries, and frequently host temporary exhibits such as the Doctor Who In Comics exhibit. The
Cartoon Museum has an active educational program that features art classes, lessons in art history, and similar
topics.

3% This exhibit explored multiple pop-cultural texts rather than specializing in a specific franchise. However, this
was one of the most comprehensive exhibits that focused on popular media on a global scale, and it resulted in a
detailed publication titled Krazy! The Delirious World of Anime + Comics + Video Games + Art, (Vancouver Art Gal-
lery/Douglas & Mcintyre/U California, 2008).

> |n the summer of 2006 | interned in the American Museum of the Moving Image’s collections department
where | was hired to research their collection of Star Trek memorabilia. During that internship | put together a
proposal for an exhibit that celebrated Trek’s 40" anniversary by exploring fan activities like collecting official and
unofficial merchandise, and creating custom collectibles, costumes, and fan films. This exhibit did not utilize any
immersive or themed space components, and instead relied upon more traditional display methods. The only in-

teractive component was a computer station where guests could select a fan film to view.
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to exhibits that no longer exist). | was fortunate enough to visit several of the historic examples, such as
Star Trek: Federation Science, Star Trek: The Experience, and the remnants of MOMI’s Doctor Who ex-
hibit titled Behind the Sofa136 before their demise. However, since | visited these exhibits between 1992
and 2004 | do not rely on my memories of the themed environments alone. In any instance where | was
either unable to attend an exhibit or had not experienced it after beginning my research, | sought out
documents and video tours (both official and unofficial) that help provide context. While this is not the
same as physically experiencing these exhibitions, it does allow for a wider selection of examples that
diversifies the overall study historically and globally.

The third and frequently deciding factor in selecting many of the exhibits and museums is the
availability of additional educational materials or guides that delve into the educational programs sur-
rounding these themed space exhibitions. Sometimes publications emerge from these exhibits that pro-
vide detailed information on their educational goals and aims, as is the case with Star Wars: Magic of
Myth (Smithsonian Institute, 1993-2003), Star Wars: Where Science Meets Imagination exhibit (Boston
Museum of Science, 2005-Present),”*” the Ghibli Museum (Tokyo, 2001-Present), and Designing 007:
Fifty Years of Bond Style (Barbican Center, Swarovski, EON Pictures: London, 2012; World Tour 2012-
Present). Some have extensive educator’s guides that were specifically designed for teachers to use dur-
ing their visits to the exhibits. This latter type of document was the most sought after as these docu-
ments illustrate how these exhibitions are actively incorporated into lesson plans. Examining these
sources in conjunction with the local educational requirements leads to further understanding of how
themed space exhibitions, and media texts more generally, function culturally as educational tools on an

international level.

3 This latter example is discussed in Chapter 2.

7| was able to obtain additional documents pertaining to this exhibit’s educational program from the Boston Mu-

seum of Science and Lucas Film.
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Since pedagogical application is the major focus of this study, obtaining official educational ma-
terials has been prioritized in my scholarly research and has influenced the final choices that are dis-
cussed. This study is interested in seeing how these pop-cultural texts are incorporated into educational
programs, and therefore | am focusing on these documents rather than engaging in ethnographic or in-
terview-based research. Similarly, | have not visited any specific archives pertaining to these materials
and have instead contacted the museums, corporate entities, and design companies directly to obtain
whatever materials | can. As educator’s guides are the main documents of interest, visiting archives has
not been a requirement. Following these determining factors helps to narrow down the spectrum of
potential exhibits, and allows for a more concise analysis that expands our understanding of themed
space exhibitions, their pedagogical applications, and bodily immersive alternative modes of spectator-

ship.

1.4 Chapter Breakdown and Science Fiction World Building

The dissertation is divided into three main body chapters in addition to an introduction and con-
clusion. Each chapter explores a main themed space exhibit case study while also referencing additional
supplementary examples that help to contextualize them within the larger history of themed space ex-
hibitions. The core examples reflect how popular texts are adapted to service local educational and cul-
tural functions within different national contexts, including examples in the UK (the history of Doctor
Who exhibitions, culminating in the Doctor Who Experience), Canada (Star Wars: Identities), and Japan
(Ghibli Museum). Each of these exhibitions and museums were selected because they illustrate unique
differences not only in the localization of education and popular media texts, but also in how each works
in conjunction with fun and play. Each is also illustrative of the conflict between branding and pedagogy,
and how the post-museum’s reliance on visitor interpretation through the use of visual media helps

them navigate this duality. Examples from the United States are also addressed throughout this study to
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expand upon these concepts. Additionally, each exhibition utilizes bodily immersive experiences to es-
tablish and maintain the themed environment that is a key feature of these spaces, and does so in ways
that differentiates themselves from the outside “real world” using sets, sounds, objects, and media
segments.

Many of the examples discussed are science fiction-inspired, as this genre is most frequently uti-
lized in themed space exhibitions. This can be boiled down to three key reasons: 1) that these franchises
already have an invested fan base who is eager to engage with these materials in new settings; 2) that
these franchises attract audiences (for the same reason as number 1); and 3) that science fiction is suit-
ed for immersion as the basic premise of the genre involves world building. This latter aspect makes cre-
ating themed spaces that fits these texts not only easier, but visitors are already used to engaging with
these fictional worlds in their usual consumption habits (thereby making the transition into the museum
space easier).

Chapter 2 explores the history of Doctor Who exhibitions and the impact that fandom has on the
interpretive power of the post-museum. As the latest in a long history of Who-related exhibitions (da-
ting as far back as 1964), the use of theming within the Experience is contextualized as the modern cul-
mination of many prior examples. This chapter has three main purposes: 1) to explore localized peda-
gogy within a British context; 2) to examine how the conflict between branding and public service oper-
ates with a text produced by a public broadcasting institution; and 3) to historicize the use of theming
within the exhibition space using a single text, thereby illustrating how specific approaches evolve over
time. This latter purpose also helps to historicize the evolution of the post-museum model within the
context of the evolving themed space exhibition. As was previously mentioned, the Doctor Who Experi-
ence was originally hosted at Olympia 2 in London, England before moving to a semi-permanent location
in Cardiff Bay, Wales. Consisting of a walkthrough themed adventure and a more traditional exhibition

of materials pertaining to the program, this semi-permanent attraction and museum is one of the larg-



39

est tourist draws in Cardiff — a city that has been revitalized by Doctor Who (and its subsequent spin-
offs) as the popular program was resurrected at the nearby BBC Wales studio. Consequently, the Doctor
Who Experience serves as a popular site for “pilgrimages,” to use a term Stephen M. Fjelman applies to

138 where visitors first immerse themselves in the theme park-style

visits to Disney theme parks,
walkthrough adventure, and then engage with the museum’s exhibits. With the program’s story evolving
with each passing year, both the ride and exhibition portions of the Experience are updated frequently,
illustrating a need to keep the brand components “fresh” for consumers and transplanting them into an
as up-to-date version of that narrative as possible.

As a product of BBC Worldwide, the BBC's commercial arm, the Doctor Who Experience’s main
purpose is to educate visitors about a specific media brand. However, as was previously discussed, the
BBC is a public broadcasting institution that has to adhere to specific requirements, including, among
other things, to promote “education and learning,” stimulate “creativity and cultural excellence,” and
deliver “to the public the benefit of emerging communications technologies and services."** BBC World-
wide must adhere to these goals while also generating a profit to help fund BBC programming and sup-
plement the existing licensing fee. To fulfill this dual function, the majority of the Experience’s educa-
tional components are found in the educational program designed for school groups. Educator’s packets
use Doctor Who as a launching point to teach students about art, communication studies, science, histo-
ry, game design, and a variety of other subjects that are incorporated into the teacher’s lessons prior to
coming to the Experience, during the class trip there, and afterwards.'** The contrast between branding

and public service pedagogy in this instance illustrates a conflict that is at the very heart of BBC-related

productions, and becomes particularly difficult with programs like Doctor Who that have a large fan-

138 Stephen M. Fjellman, Vinyl Leaves: Walt Disney World and America, (Boulder: Westview Press, 1992), 10.

“Inside the BBC: Public Purposes,” BBC.co.uk,

http://www.bbc.co.uk/aboutthebbc/insidethebbc/whoweare/publicpurposes/.
140
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Other educational aspects of Doctor Who, including paratexts (including games), its history in museums, and the
educational goals initially inherent in the program itself, are also explored.


http://www.bbc.co.uk/aboutthebbc/insidethebbc/whoweare/publicpurposes/
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base (both international and domestic) that craves the typical media paratexts that other non-public
service-related franchises offer.

Chapter 3 explores Star Wars Identities: The Exhibition (2012-Present) and how play within the
themed space post-museum is not only established externally through bodily immersion but is also es-
tablished internally. While all themed space exhibits rely on an amount of internal play (i.e. using your
imagination), one approach that /dentities presents us with is using the notion of play through identity
experimentation. This also helps facilitate engagement with a constructivist learning approach within
the post-museum model, where interpretation and visitor choices are key. Star Wars Identities was first
displayed at the Montréal Science Centre (MSC) before moving to several other provinces in Canada and
heading off on its international tour. An interactive exhibit that draws parallels between the
lives/personal development of Star Wars characters and the visitors, Identities uses Star Wars as a way
of teaching visitors about all of the various influences that shape a person’s identity. Divided into 10
“quest” sections (Species, Genes, Parenting, Culture, Mentors, Friends, Marking Events, Occupations,
Personality, and Values), the exhibit delves deeper into a variety of hard and social scientific concepts
where, upon completing their journey, visitors have designed their own original Star Wars character.
This character is constructed from the various choices they make in each of the quest sections, which
records their actions on an electronic wrist-band. The introductory video at the start of the exhibit en-
courages visitors to get “creative” with their choices to see how these decisions shape the “story” of a
character. The identity-construction process within the space has its strengths, but at the same time
presents visitors with several limitations concerning identity construction. While there is a higher level
of detailed curation within this exhibition when compared to the others discussed in this study, the act
of roleplaying, coupled with a person’s individual response to the strengths and limitations of the exhibi-

tion’s approach towards identity, results in a highly interpretive experience.
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Although it isn’t specifically identified as such, the interactive components can be viewed as the
merging of an electronic personality quiz game, where visitors get to play with the life and story of a fic-
tional character while also learning more about their own story, and engaging in live action roleplaying
(LARPing). As was previously stated, the genre of science fiction is known for its diverse world-building
characteristics. Taking on the role of a new character that exists within one of the most popular sci-fi
“worlds” presents the visitor with a vast narrative sandbox to play in. The character the visitor creates is
contextualized as one that they then place into the Star Wars universe, thereby embodying that charac-
ter as they wander the exhibit hall. The LARPing aspect is further emphasized by the bodily immersive
experience of the exhibition, as the visitor navigates a small corner of the Star Wars universe. Other
transmedia examples within the Star Wars franchise also provide fans with the opportunity to construct
fictional characters (such as traditional tabletop role-playing games (RPGs, or video game RPGs like Star
Wars: The Old Republic), which establishes an experiential precedent for fans.*** Therefore, play in this
instance is not only established through spatial theming and immersion but also through identity exper-
imentation. To situate roleplaying within the larger context of learning in museumes, this chapter inte-
grates a discussion of Perry’s aforementioned analysis of play in her “What Makes Learning Fun?” ap-
proach to museum pedagogy.

Star Wars Identities’s first stop outside of Montréal was at the Telus World of Science museum
(TWoS) in Edmonton, Alberta. In a discussion | had with Mike Steger, the Director of Marketing & Com-
munications at TWoS,'** he indicated that they were able to secure the exhibit because, during a pitch

meeting with Lucas Film and MSC, they illustrated the exhibition’s fit with Alberta’s public school curric-

! Unlike The Old Republic, this exhibit lets visitors have control of more specific details of their character’s back-

ground and past, and links it to distinct scientific principles. Tabletop RPGs potentially have the opportunity for
players to develop these specific details, but these games lack the bodily immersive and pedagogical components
of these exhibits. The similarities and differences between these aspects of “play” will be explored in greater detail
in the dissertation.

%2 Mike Steger, Personal Discussion, November 27, 2012 (Telus World of Science, Edmonton, Alberta).
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ulum. Alberta has two educational programs that connect well with this exhibit: the K-12 Wellness, and
Career and Life Management (CALM) curricula. TWoS developed an extensive 108-page Educator Guide
that not only fleshes out the subjects discussed within the exhibit for school groups, but also fits it with-
in existing educational requirements that are unique to the region. Unlike the examples discussed in this
study, Identities was designed to function as a traveling exhibit. Exploring Identities, its connection to
CALM, and where it fits in the potential evolution and emergence of the post-museum helps illustrate
how themed space exhibits are frequently catered to suit the pedagogical needs to specific areas of the
world. Identities’ link to these concepts also indicates the pervasive power that popular culture has be-
yond entertainment.

The fourth chapter explores the Ghibli Museum in Mitaka, Tokyo (2001-Present) in relation to
Japanese cultural identity. The Ghibli Museum showcases the anime films of Hayao Miyazaki and Studio
Ghibli, and, unlike the previous examples, it has remained in its current location ever since it opened in
2001. This museum consists of permanent exhibits, rotating special exhibitions that focus on a variety of
topics related to Miyazaki’s work,'** a screening room, and a play area where children “are encouraged
to touch and play with an enormous ‘cat bus’ from the Ghibli film My Neighbor Totoro.”***
Constructed to reflect the fantastical worlds created by Miyazaki, while also referencing classic

%5 the museum’s building is one of the key immersive elements

European and Japanese architecture,
that establishes the themed space. Similar in style to what is found in franchise-specific theme parks like
Disneyland, the Ghibli Museum allows visitors to step into a world of Ghibli’s films. However, while it is
related to a specific studio and the films of renowned anime filmmaker Hayao Miyazaki, the Ghibli Mu-

seum is not a theme park nor is it an art museum. Instead, it uses Studio Ghibli’s creations to explore

Japanese cultural identity, along with its history and religion in addition to educating visitors on anima-

" or specific films like Spirited Away.

14 Exhibiting Animation: “Spirited Away” Special Exhibition at the Ghibli Museum, Mitaka, (Japan: Studio Ghibli,
2002), 5.

15 Hayao Miyazaki and Ghibli Museum, (Kuala Lumpur: Animedia Entertainment, 2005), DVD.
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tion, the anime industry, and filmmaking.*® Courses are frequently held in conjunction with the Univer-
sity of Mitaka, which incorporates many of these themes into their lesson plans.**’ The museum also
embraces a free-flow curatorial style that prioritizes a sense of personal discovery that reflects the nar-
rative traditions of Miyazaki’s films. Therefore, the Ghibli Museum presents us with a unique approach
towards theming where the post-museum’s reliance on visitor interpretation and Perry’s six motivations
for WMLF work in tandem.

Unlike many of the other examples discussed in this dissertation (including the other main case
studies and supplementary examples), the Ghibli Museum operates as a public institution that was de-
veloped through the collaboration of local government and private institutions.**® Developed by Tokumo
Shoten Publishing Company, Studio Ghibli, and Nippon Television Network, the museum was donated to

149

the City of Mitaka upon its completion in the Fall, 2001.”™ While the surrounding gardens are free, ad-
mission to the museum itself is not and the scarcity of tickets oftentimes requires planning visits months
in advance. At the heart of its execution is an issue of access that contrasts its presence on public land.
As this chapter explores, the Ghibli Museum serves as the physical embodiment of the conflict
between public service and profit. It also simultaneously reflects the concepts of “mukokuseki” and “fu-
rusato” in relation to post-WWII Japanese cultural identity in ways that parallel the anime industry itself.

“"i

According to Susan Napier, mukokuseki translates to “/stateless’ or essentially without a national identi-

"9 and is reflected in Japanese cultural products like anime, which oftentimes disguise distinctly Jap-

ty
anese features and culture. Furusato, which is the name assigned to the idealized lyrical vision “of a

quintessentially Japanese originary village and landscape” that has been an important part of Japanese

146 Hayao Miyazaki and the Ghibli Museum.

“7 One example is a course scheduled between January 17-February 14, 2014 on Animation Culture -
http://www.ghibli-museum.jp/news/009458.html.

148 “Exhibiting Animation,” 5; Hayao Miyazaki and Ghibli Museum. DVD. (Kuala Lumpur: Animedia Entertainment,
2005).

199 “Exhibiting Animation,” 5.
150

Susan J. Napier, Anime: From Akira to Howl’s Moving Castle, Updated Edition, (New York: Palgrave, 2005), 24.
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cultural identity since the country re-opened its borders to the outside world in the late 19" century.™!
Napier discusses how the creation of animated worlds that privilege mukokuseki is partially responsible

for a loss of furusato in anime, both as cultural products and as an industry.152

This chapter also explores
how the Ghibli Museum relates to both of these concepts in industrial, aesthetic, cultural, and social
levels.

This study concludes with a discussion of the use of analog and digital content within themed
space exhibitions and how a balance needs to be maintained as interactive media becomes increasingly
important in curatorial design. All of the examples discussed in this dissertation utilize digital content at
some point in their exhibition space. Since they are all inspired by media texts, the use of state of the art
technology as a means of both creating the themed space and conveying its pedagogical content is not
surprising. But what happens when the digital starts to overwhelm the analog? As society continues to
become more accustomed to technology as it saturates the world around us, its presence in the muse-
um space becomes almost a comfort; a source of familiarity. Finding a balance between technological
innovation and curatorial tradition within the exhibition space is more crucial than ever as the museum
of the 21" century continues to emerge.

Popular culture continues to permeate our lives more and more every year. With mobile tech-
nology putting all of our favorite television shows, films, music, and games at our fingertips, we can rare-
ly truly escape contemporary media culture. The use of popular culture in museum pedagogy, particular-
ly when incorporated into themed space exhibitions and localized for regional educational programs,
provides an opportunity to embrace “fun” and “play” in these environments. By embracing fun and play
while encountering visual media, this dissertation argues that visitors are able to embrace the interpre-

tive power given to them through the post-museum model. This consequently leads to new pedagogical

opportunities within the exhibition space. The themed spaces separate these exhibits from “real life,”

Bt Napier, 25.

152 Napier, 25.
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allowing visitors to embrace a fictional world and learn at the same time. This dissertation argues that
themed space exhibitions present a potential glimpse into future industrial practices in museums, theme
parks, and site-specific pedagogy in general as the post-museum becomes a reality. Media convergence
has allowed the post-museum to take shape in ways that it has never been able to before, and the
themed space exhibition is the key to this emergence. With organizations joining forces in the public and
private sectors, these exhibits act as extensions of brand names for the franchises that they feature,
while also boosting audience turnout at museums who can use these exhibits in their mission and cater
to local educational programs. Using themed space exhibitions as a means of exploring this change al-
lows us to tie in different scholarly and industrial approaches into the discussion, thereby clarifying its
place historically and contemporaneously, as well as providing a potential glimpse into how these con-

cepts may exist in the future, both inside and outside of the classroom.

2  PUBLIC SERVICE VS. PROFIT: FANDOM MEETS PEDAGOGY, DOCTOR WHO EXHIBITIONS AS EVOLV-

ING POST-MUSEUMS, AND IMMERSIVE NOSTALGIA

2.1 Doctor Who — A Brief History

Premiering on November 23, 1963 (the day after President John F. Kennedy was assassinated),
Doctor Who has remained one of the most popular and enduring science fiction programs produced by
British television. It was developed by Sydney Newman, the BBC's Head of Drama, and BBC executive
Donald Wilson as a new serial to fill a gap in the Saturday teatime line-up between the afternoon sports
and the popular music show Juke Box Jury.">> Newman was brought to the BBC to rejuvenate their Dra-
ma department and create programs that would appeal to a contemporary audience. The Canadian-

born producer had previously worked for ATV (later known as ITV), where he developed programs such

>3 pavid J. Howe, Mark Stammers, and Stephen James Walker. Doctor Who: The Sixties, (London: Virgin Publishing

Ltd., 1992), 3.
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as The Avengers (1961-1969) and the science fiction television series Pathfinders."*

Instead of producing
another adaptation of a classic novel aimed at a younger audience, which was previously the standard
practice at the BBC, Newman wanted to create a science fiction series that would entertain and educate
its audience.” Apart from a one-year hiatus in 1985, Doctor Who remained a fixture on British televi-
sion until 1989 when the series was finally cancelled. While a TV-movie backdoor pilot was co-produced
by the American Fox network and the BBC in 1996, the program essentially remained off the air for 16
years. Although there were no new television adventures, Doctor Who continued during that time in the
forms of tie-in novels, comic strips, full-cast audio dramas, and several flash-animated web series. It was
not until 2005 that the series returned to television where it has grown to new heights of popularity
around the world.

Starring a mysterious alien known as “the Doctor” who travels through time and space in a ship
called the TARDIS,™® this long-running television series takes its viewers to any planet in the universe
throughout the history of creation. Unlike the James Bond film series, which replaces the actor in the
title role without any reference within the narrative’s diegesis, Doctor Who utilizes a concept called “re-
generation.” When the Doctor’s body is mortally wounded, ravaged by disease, or simply succumbs to
old age, it goes through a complete cellular regeneration. In the process, his appearance and personality

change — thereby allowing new actors to take over the role and ensuring the continuation of the series.

During the show’s initial run between 1963 and 1989, seven actors played the Doctor on television.’

% This series consists of Target Luna (April, 1960), Pathfinders in Space (September, 1960), Pathfinders to Mars

(December 1960-January 1961), and Pathfinders to Venus (March 1961). It was Newman's first real foray into sci-
ence fiction children’s television and had a lasting impact on the development of Doctor Who.

15 “Doctor Who: Origins,” Doctor Who: The Beginning, Executive Producer Steve Roberts (Burbank: Warner Home
Video, Inc., 2006), DVD.

% In the series pilot episode titled “An Unearthly Child” it is revealed that TARDIS stands for “time and relative
dimensions in space.”

%7 There were two feature films in the 1960s starring Peter Cushing as a human character named “Dr. Who.”
These are not considered to be part of the same continuity or canon of the television series and he is therefore not

counted among the numbered Doctors. There was also a one-off web-based animated adventure starring Richard
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Including the Fox/BBC pilot, which featured the Eighth Doctor, and the eight series since the program
returned in 2005, there have been twelve incarnations of the Time Lord on television.

The Doctor never travels alone. He has companions who join him on his adventures and are re-
placed every few years. Since 1963, the Doctor has traveled through time and space with dozens of dif-
ferent companions that are regularly replaced (usually only lasting between 1 and 3 seasons). These
predominantly female characters are frequently from contemporary Earth and act as people the audi-
ence can relate to even when the characters are visiting a time or place that is far removed from the
present day. Doctor Who was conceived with the intent that it would be a show where children would
learn about historically accurate people and places as the program’s main characters traveled through-
out human history.”® As John Kenneth Muir states in his book A Critical History of Doctor Who on Televi-
sion, the importance of “historical accuracy was stressed” by Newman and Wilson in the program’s early
years, which also featured the inclusion of the high school teacher characters lan Chesterton and Barba-

159

ra Wright among the series initial main cast.”™ As they traveled throughout time and space, lan, Barba-

ra, the Doctor, and his genius teenage granddaughter Susan drew comparisons between alien worlds
and our own. For example, in “The Sea of Death,” episode one of the six-part story titled “The Keys of
Marinus,” Barbara, a history teacher, compares the building techniques of alien pyramids and those

160

constructed by ancient Egyptians and “Indians” of Central and South America.”™ Many of the early epi-

E. Grant as the Doctor to celebrate the program’s 40" anniversary in 2003. This was intended to be a new canoni-
cal Doctor but the decision to bring Doctor Who back to television halted the production of any additional stories
featuring Grant’s Doctor and removed him from the series canon. The show has featured a few “interim” incarna-
tions of the Doctor, including a one-time appearance by John Hurt in the 50™ anniversary special “The Day of the
Doctor” as a previously unseen regeneration who did not call himself “the Doctor.” However, the numbering sys-
tem is only applied to those within the canon continuity that refer to themselves by that title and, consequently,
starred in their own series.

138 John Kenneth Muir, A Critical History of Doctor Who on Television, (Jefferson: McFarland & Company, Inc.,
1999), 9.

159 Muir, “A Critical History of Doctor Who,” 9-10.

190 «The Sea of Death,” April 11 1964, Doctor Who: The Keys of Marinus, Directed by John Gorrie, (Burbank: Warner

Home Video Inc., 2010), DVD.
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sodes also focused on traveling to periods in Earth’s past, including the French Revolution, visits to the
Aztecs and Romans at the height of their civilizations, and a variety of other eras. These episodes pro-
vided viewers with historical information about those eras, and also occasionally explored other educa-
tional concepts. For example, “Marco Polo” features a sequence where lan, a science teacher, explains
the concept of condensation to Polo as they seek to stave off dehydration in the desert.'®*

While this merging of entertainment with educational content continued throughout the show’s
early years, it quickly became apparent that another aspect of the program was its most popular draw:
the Daleks. These alien “pepper pots,” as they are affectionately referred to in later years, were the pro-
gram’s first alien menace and an unforeseen success.'®* Newman famously argued that he did not want
to see any “bug eyed monsters” in the program, but later stated in interviews that the show never
would have become a success (or even survived) without the Daleks.'®® While “Dalekmania” became the
phenomenon that saved the series from an early death, the program continued to regularly produce
historically-aimed narratives (known within the community as “historicals”) throughout its first few sea-
sons.

During these adventures the Doctor met historical figures like Marco Polo, Nero, Doc Holiday,
and Richard I. As they “rubbed elbows” with important people from Earth’s history, the Doctor and his
companions learned about the eras that these people came from and key events in their lives. In the
years that followed, the program continued to return to different periods in Earth’s past and meet his-

toric figures, but the tone of these episodes shifted to incorporate more monster-oriented narratives

181 “Marco Polo” was one of the many victims of the BBC archive purge in the early 1970s. No footage from the

episode still exists. However, telesnaps — photographs taken of the episodes on a television screen for continuity
purposes —and the program’s audio track survived, providing the opportunity for fans to experience the story in a
different form. The DVD set Doctor Who: The Beginning includes a 30-minute condensed version of “Marco Polo”
using surviving materials. — “Marco Polo,” Doctor Who: The Beginning, (Burbank: Warner Home Video Inc., 2006),
DVD.

%2 The Daleks appeared in the program’s second story. The first adventure took the crew of the TARDIS back to
prehistoric Earth.

163 Muir, “A Critical History of Doctor Who,” 12-13; “Doctor Who: Origins,” DVD.
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rather than relying on accurate historical depictions. Nevertheless, Doctor Who has continued to main-
tain a link to its educational origins in other areas of the franchise, including the BAFTA award-winning
Doctor Who: The Adventure Games produced by the BBC between 2010 and 2011, and, as this chapter
explores, Doctor Who museum exhibits.

For nearly 50 years, Doctor Who has been the focus of a variety of touring, temporary, and per-
manent exhibits. Featuring costumes, props, and sets, these exhibitions, which frequently utilized bodily
immersive experiences, gave visitors the chance to examine one of their favorite fictional worlds up
close. Several of these have featured interactive components, such as animatronic monsters that move
with the push of a button, mini-Radiophonics experimental sound workshops (modeled after the de-
partment at the BBC that produced the program’s sound effects), and interactive TARDIS consoles.
Theming within these exhibits dates back to the 1960s, and is a technique that repeats itself throughout
the years. This allows visitors to engage with fandom and educational activities in ways that they cannot
in traditional viewing experiences. Combining the formats of museums and theme parks, these exhibi-
tions provide visitors with the opportunity to step into the world of Doctor Who and provide a tangible
connection to the series.

The setting also encourages visitors to rely on their previous experiences with popular texts like
Doctor Who, interpreting the artifacts around them. This relationship is an example of the shift towards
Eilean Hooper-Greenhill’s concept of the “post-museum.” As was discussed in the introduction, Hooper-
Greenhill explores in Museums and the Interpretation of Visual Culture how objects and collections are
used to construct knowledge in museums, and how audiences relate to this constructed knowledge.'*
Hooper-Greenhill argues that learning and teaching are not only limited to formal, traditional environ-
ments, but continue throughout our entire lives.'®® To briefly restate what was previously discussed,

Hooper-Greenhill proposes that the post-museum utilizes “constructivist learning theory,” where the

%% Eilean Hooper-Greenhill, Museums and the Interpretation of Visual Culture, (London: Routledge, 2000), x.

163 Hooper-Greenhill, 2.
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visitor’s own previous experiences and knowledge help construct meaning within the exhibits, and “mu-
seum pedagogy produces a visual environment for learning where visitors deploy their own interpretive

7166

strategies and repertoires. Embracing “visual culture” such as film and television within these spaces

and blending it with traditional material culture helps facilitate this as visual culture “refuses to accept

”1°7 This chapter argues that fandom is a key aspect of

the distinction between high and mass culture.
the post-museum’s pedagogical power. Fan knowledge not only limited to franchise familiarity but can
also be applied, as is the case with Doctor Who, to a familiarity with the brand’s previous appearances in
museums.

Building upon Alison Griffith’s “bodily immersive experiences” and Hooper-Greenbhill’s discus-
sion of the emerging post-museum, this chapter explores the concepts of experiential fandom and im-
mersive pedagogy within the post-museum through an exploration of the history of Doctor Who exhibi-
tions. These exhibitions emerged at various points during the program’s history, with major and minor
exhibitions appearing throughout Great Britain and other countries around the world.** Charting the
historical trajectory and the curatorial practices that these exhibitions embraced allows us to see how
one particular brand, and the culture surrounding it, contributed to the evolution of the post-museum
format within a themed space. These Doctor Who exhibits pioneered some of the earliest examples of
curatorial approaches and concepts seen in later themed space exhibitions. Examining them in relation
to other themed space exhibits gives credit to the designers who, in hindsight, helped re-imagine the
media museum. The chapter culminates in a discussion of the current Doctor Who Experience (2011-
present) — the most recent Doctor Who exhibition, which is thematically and curatorially linked to previ-

ous Who-related exhibits. Unlike earlier examples, most of the educational content in the Doctor Who

Experience is not found in the exhibit hall itself but is instead incorporated into supplementary materials

106 Hooper-Greenhill, 3.

167 Hooper-Greenhill, 14.
108 Among the international exhibits includes an American Tour in 1986 where a themed caravan traveled around

the United States.
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during school group visits. Consequently, the typical visitor relies heavily on their own interpretive pow-
ers that Hooper-Greenhill assigns to the post-museum format.

The Doctor Who Experience also presents us with an economic model unlike any other exhibit
discussed in this dissertation due to its industrial relationship with the BBC and BBC Worldwide. Since its
founding in October, 1922, the BBC’s remit has been frequently updated to accommodate the changing
industrial and technological market. The 2011 Royal Charter and Agreement of the BBC presently has six
public purposes: sustain citizenship and civil society; promote education and learning; stimulate creativi-
ty and cultural excellence; represent the UK, its nations, regions, and communities; bring the UK to the
world and the world to the UK; and deliver the benefit of emerging communications technology and
services to the public.'® The Doctor Who Experience, which is co-produced by the BBC and its commer-
cial arm BBC Worldwide, uses Doctor Who as an outlet for embracing several of these purposes.

This chapter begins with a historical overview of select exhibitions, looking at six key examples
that date as far back as the 1964-1965 and 1967-68 Daily Mail Boys and Girls Exhibitions. These exhibits
marked both the first major exhibitions of Doctor Who-related artifacts'’® as well as the first occurrences
where these artifacts were exhibited within a themed space. To illustrate the historical evolution of Doc-
tor Who exhibits, the examples that follow are structured in a chronological fashion. The next two ex-
amples — the 1973-2003 Doctor Who Exhibition at Longleat House and 1974-1985/2004-2009 Blackpool
exhibit (also called the Doctor Who Exhibition) — took the theme park-style attraction seen in the Daily
Mail Boys and Girls Exhibition a step further, incorporating lights, sound effects, and interactive compo-
nents into a walkthrough exhibit environment.

Following the discussion of these exhibitions, which emerged early in the program’s history, |

discuss the largest exhibition that occurred during the program’s hiatus: the BFI's Museum of the Mov-

189 «nside the BBC,” BBC.co.uk, http://www.bbc.co.uk/aboutthebbc/insidethebbc/whoweare/publicpurposes/.

Accessed May 14, 2014.
170 Howe, Stammers, and Walker, “The Sixties,” 135-136.
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ing Image (MOMI) 1991 exhibit titled Behind the Sofa. MOMI developed a variety of lectures and educa-
tional programs connected to the exhibit, which explored Doctor Who on cultural and industrial levels.
At the time of Behind the Sofa’s release, Doctor Who had been off the air for two years — the longest
since the series began in 1963 — and this exhibition provided fans with the opportunity to engage with
Doctor Who as a form of nostalgia within a museum setting. Additionally, the inclusion of educational
components arguably elevated Doctor Who beyond the “lowbrow” perception usually associated with
television serials into the realm of a cultural institution. | argue that, as a result, this is the first time
within the program’s history that Doctor Who was equated with “Quality TV.” Quality TV, as it is defined
by Michael Z. Newman and Elana Levine in Legitimating Television: Media Convergence and Cultural
Studies, refers to “those programs that target a narrow, upscale audience and that are widely viewed as
high quality by these viewers as well as by many critics and scholars.”*”* MOM!’s use of Doctor Who,
both in the exhibition halls and in its accompanying lectures, did just that. The chapter then culminates
in a discussion of the 2011-Present Doctor Who Experience, its curatorial link to these previously men-
tioned exhibits, and an in-depth discussion of its educational program. Examining the flow of the Experi-
ence — both in the walkthrough adventure and exhibition — along with the narrative created by the
themed space, provides additional insight into their use in the educational program as an aid to museum
pedagogy.

| selected the Doctor Who Experience for several reasons. First, it is a contemporary example of
how some of Doctor Who's ancillary materials still embrace the program’s aforementioned educational
origins. Second, this example illustrates how pop-culture themed space exhibitions cater to the educa-
tional and commercial goals of both corporations and institutional requirements. Lastly, Doctor Who's
connection to the BBC and public service/heritage discourse presents scholars with a case study where

education and entertainment are fundamentally connected, both on the screen and in the museum, and

! Michael Z. Newman and Elana Levine. Legitimating Television: Media Convergence and Cultural Studies, (New

York: Routledge, 2012), 172.
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in a distinctly British context. This discussion is then supplemented with an analysis of the educational
program developed for the Doctor Who Adventure Games and how student-developed themed space
exhibitions extend all of these concepts into the classroom. Discourses surrounding “work as play,”
“fun,” and learning in video game studies help to contextualize how learning functions in themed space
exhibitions. This, in turn, leads to a discussion on how branding education may impact its conceptual

value and future in both museums and classrooms.

2.2 The Daily Mail Boys and Girls Exhibitions (1964-65; 67-68) — Out of the Screen and Into the Ex-
hibit Hall

Despite the important role that studying Doctor Who has played in the history of media studies,
very little attention has been paid to its history in museum exhibits. While not all of these exhibitions
utilized themed spaces, they were present in many, including examples like the 1964-65 and 67-68 Boys
and Girls Exhibitions — two of the earliest Doctor Who exhibitions."” In their book Doctor Who: The Six-
ties, David J. Howe, Mark Stammers, and Stephen James Walker identify these special events as two of
the earliest major exhibitions of Doctor Who production-related artifacts.’’”®> Housed at the original
Olympia exhibition center in London and funded by the Daily Mail newspaper, these exhibitions pre-
sented young fans with the rare opportunity to see artifacts from the television show up close. The Boys
and Girls Exhibition was an annual affair where school children could interact with objects they usually
only dreamed about (going inside of a tank, an airplane, etc.) and try out experimental exercise equip-

ment, games, and inventions."”*

Doctor Who's presence during the 1964-65 Exhibition, which was host-
ed during the program’s second season, was relatively small and was incorporated into the “Brainy

Train” ride portion of the event. The Brainy Train was an electronically controlled mini-train that operat-

72 bavid J. Howe et al., “The Sixties,” 135-136.

David J. Howe et al., “The Sixties,” 135-136.
A short archival film of the 1964-65 Exhibition is available on the British Pathé website. However, the Daleks do
not make an appearance in this footage. — “London Boys and Girls Exhibition Aka Schoolboys,” British Pathe.com,
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http://www.britishpathe.com/video/london-boys-and-girls-exhibition-aka-schoolboys/query/EMETTS.
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ed within part of the exhibition space. At one point during this ride, passengers came face to face with
two screen-used Dalek props. These “manned” Daleks had actors inside of them, and glided around the
floor near the trains, occasionally shouting the alien menace’s pre-recorded war cry: “Exterminate!” This
brief encounter with the Daleks sets the precedent for the Doctor Who themed space exhibition, where
artifacts come alive in an environment that is separate from the everyday.

On December 27, 1967 Doctor Who made its second appearance at the Boys and Girls Exhibi-
tion. Leaping from the television screen to the exhibition hall during the program’s 5th season, this exhi-
bition featured a larger installation of costumes and props than in 1964. This time Doctor Who had its
own exhibition area at the event. The 67-68 attraction consisted of a walkthrough experience made up
of several enclosures where visitors came face to face with various aliens that the first and second Doc-
tors encountered on their travels, while listening to the Doctor Who theme song on a continuous
loop.*”” 1967 was an era of renewal for the program as William Hartnell, the original Doctor, had been
replaced the prior year with Patrick Troughton. The rooms were structured chronologically, beginning

k.”® This was then followed by a se-

with the program’s first and most enduring alien menace, the Dale
lection of aliens from Hartnell’s era, and then led to a section featuring iconic (and soon-to-be iconic)
enemies from the Troughten era.

The second portion of the exhibit, which featured monsters from the program’s previous era,
presented visitors with a more traditional museum experience through its emphasis on the display of
static costumes and props. Howe, Stammers, and Walker state that this area included “an orange/red
Mire Beast (described as an ‘Octopus’ in the Exhibition programme) and some Fungoids from ‘The

Chase,” a Varga plant (‘Cactus’, according to the programme) from ‘The Daleks’ Master Plan’ and, in a

glass tank, a group of Rills from ‘Galaxy 4.””*”” While none of these were “big name” aliens in Doctor

> Howe et. al, “The Sixties,”135-136

Howe et. al, “The Sixties,”135.
Howe et. al, “The Sixties,”135-136.
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Who history, having only appeared in one story each (apart from the Varga plant which appeared in

178 this exhibit was during an era of television when repeats were a rarity and home video was

two),
nonexistent. Therefore, few had seen these artifacts since the last of them appeared on screen in 1965.
For some attendees, this was the first time they had seen any of these relatively obscure creatures. In
hindsight, their inclusion in this Exhibition was a crucial, defining moment in Doctor Who's place in a mu-
seum. This portion of the 67-68 exhibit was the first instance where a public display embraced the no-
tion that Doctor Who has a past. While the show was only four years old at this point, its mythology had
grown beyond focusing solely on iconic monsters like the Daleks. This effectively established a prece-
dent for all future exhibitions related to the show during its time on the air: to embrace not only the
program’s present but also to acknowledge and, when possible, showcase its past. In future exhibits,
after the show amasses decades of history, continuing to represent the past and the present within a
single space becomes a crucial component in exhibiting an ever-evolving text like Doctor Who.

Following the 67-68 Exhibition’s display of the past, the attraction then returned its visitors to
the present. The Troughton era not only introduced audiences to a new actor in the program’s leading
role, but also saw the birth of several long-term alien nemeses that were featured prominently in this
section of the exhibit. While the Daleks were still a popular alien menace, the Cybermen, a race of cy-
bernetic beings that were first introduced in Hartnell’s final story “The Tenth Planet,” had begun to take
center stage in the Second Doctor’s adventures. Two soon-to-be repeat menaces during the Troughton
era —the Ice Warriors and cybernetic Yeti — appeared alongside the Cybermen. These more recent vil-

lains, like the Daleks in the 64-65 Exhibition, were costumes inhabited by actors, who brought the mon-

78 The Varga plant appeared in two stories: “The Daleks’ Master Plan” and a one-part prequel story titled “Mission

to the Unknown.” This prequel story is noteworthy as it is the only episode of Doctor Who where neither the Doc-
tor nor any of his companions make an appearance. Instead, the episode focused on a doomed expedition to a
distant planet and their deadly encounter with the Daleks.
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d.”® While the other sections of this exhibit

sters to life and interacted with the visitors as they passe
featured static props, the incorporation of movement in this section, as was done with the Dalek in the
previous Exhibition, helped establish a sense of the other-worldly in these spaces. Combined with the
theme music and rudimentary sets, it appeared that these aliens were in their natural habitat, creating
the sense of theming and immersion. The moving monsters emphasized the contemporary, “active”
components of the exhibit, separating them from the static “past.” Consequently, presenting these
monsters as “living” creatures extended the program’s fiction into the real world, and reinforced that
the text continues on. At this stage, Doctor Who exhibitions were immersive (due to the creatures, their
simulated environments, and sound effects), but there was no actual narrative present. Instead, the dis-
plays offered glimpses into fragments of the world that were reminiscent of a zoo. Doctor Who mon-
sters were famous for scaring young audiences at the time. Housing the monsters in small, segregated
recreations of their environments not only brought the creatures to life, but, like a zoo, kept them at a
“safe” distance from the visitors.

The 1967-68 Boys and Girls Exhibition had one final component of note. This exhibit was the first
time when fandom was embraced within a Doctor Who exhibition space. As Howe, Stammers, and
Walker note, a key feature of this Exhibition was its inclusion of three winners from Blue Peter’s “Design

180 Bjye Peter is one of the BBC's longest

a Monster” competition among the other artifacts on display.
running children’s shows, and it has operated as a showcase for Doctor Who fandom since its beginning

— a practice that continues in the program’s current era.'®" In addition to providing behind the scenes

7% A short archival film of the 1967-68 Exhibition is available on the British Pathé website. The opening seconds of

the film reveal one of the enclosures, which is populated by a Cyberman and a Yeti. — “Schoolboys and Girls Exhibi-
tion, 1967-1968,” British Pathe.com, http://www.britishpathe.com/video/schoolboys-and-girls-exhibition
180 “ PP

Howe et al., “The Sixties” 136.

The link between Doctor Who and Blue Peter was further emphasized when Peter Purves, who co-starred as the

181

first Doctor’s companion Steven Taylor, was later hired as a co-host on Blue Peter. Purves appeared on Blue Peter
from 1967 to 1978, and frequently provided insight into his time on Who. Many of these Doctor Who-related seg-
ments from Blue Peter have since been released as special features on Doctor Who DVDs.
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glimpses into the show’s production process, and introducing viewers to new monsters, gadgets, and
vehicles before they appear on Doctor Who itself, Blue Peter also encourages viewers to create Doctor
Who in their own home. During the 1960s and 1970s, this frequently came in the forms of cardboard
sets to complement the paper cut-out toys given away in boxes of Weetabix cereal, instructions on how
to create miniature Daleks out of paper cups, and recipes for Doctor Who-themed baked goods.
Throughout Doctor Who's history, Blue Peter also frequently held (and continues to hold) contests
where viewers can submit designs for new monsters, gadgets, or even TARDIS consoles. The winners are
selected by representatives in the Doctor Who production team. Winners of these contests received a
variety of prizes, ranging from free merchandise, to set visits, to seeing their designs featured on Doctor
Who. This particular contest resulted in the winning entries being produced by the BBC’s Visual Effects

Department for inclusion in the Exhibition.'**

Howe, Stammers, and Walker state that the monsters on
display included “the Aqua-Man (an angular robot frog wearing polkadot swimming trunks), the Hypno-
tron (a reptile with a mace-like tail and a head which was one giant eye) and the Steel Octopus.”*® The
presence of these three Blue Peter winners in the Exhibition said something important about the rela-
tionship between officially-sanctioned Doctor Who and its fans: that their contributions matter and are
displayed alongside those developed by the professionals. As discussed later in this chapter, featuring

Blue Peter winners in exhibits continues as far as the Doctor Who Experience in 2012-2013."*

82 Howe et al., “The Sixties,” 136.

Howe et al., “The Sixties,” 136.
184 During my visits to the Experience in September 2012 and September 2013 the “Junk TARDIS,” which appeared

183

in the Series Six episode “The Doctor’s Wife,” was on display. This control console was designed by 12 year old
Susannah Leah and was the winner of the Blue Peter “Design a TARDIS Console” competition. According to the
exhibition text, “Susannah found inspiration for her design in everyday items found in her house — such as skipping
rope, a shaving mirror a keyboard (sic), and even some vinegar spray...” — (“Junk TARDIS” exhibit text, The Doctor
Who Experience, visited on September 4, 2012). A video clip announcing the competition can be seen at: thedoc-
torwhosite, “Blue Peter Doctor Who Design a Console Competition,” YouTube.com (October 7, 2009),
http://www.youtube.com/watch?v=sxx-VKoFM1M. Another clip announcing the winner, which also shows the

inventive way Susannah found out she won the overall prize, at: Doctor Who: Radio Free Skaro, “Blue Peter Design


http://www.youtube.com/watch?v=sxx-VKoFM1M

58

If we consider Hooper-Greenhill’s argument that the post-museum relies heavily on visitor in-
terpretation and individual history with specific forms of visual media, the Boys and Girls Exhibitions il-
lustrated an early approach to this curatorial technique. This was accomplished through the juxtaposi-
tion of the past with the present, the incorporation of Blue Peter competition winners, and the “live”
monsters. Ultimate meaning within area relied heavily on a visitor’s personal association with the Doctor
Who brand and whatever level of importance that each person ultimately applies to the artifacts they
contain. In her book Authentic™: The Politics of Ambivalence in a Brand Culture, Sarah Banet-Weiser ar-

gues that all brands seek to create a perceptual “story,”*®

which was essentially accomplished here
through the inclusion of Doctor Who in the Exhibition. It can be argued further that the 67-68 Exhibition
was the physical personification of Banet-Weiser’s brand “story” as it mapped out aspects of the show’s
aforementioned past and present, while simultaneously showcased its economic and industrial relation-
ship with the BBC and its other program’s (i.e. Blue Peter). While the pedagogical potential of the 64-65
and 67-68 Exhibitions did not extend much beyond that of brand culture, when examining later Doctor
Who exhibits it becomes clear that the formula utilized in the Boys and Girls Exhibitions set the founda-
tion upon which future endeavors were built. By combining artifact displays with immersive environ-
ments, Doctor Who exhibitions provide visitors with a traditional museum experience that also embrac-
es fandom, leisure activities, and play within a themed space. The exhibits in Blackpool and Longleat il-

lustrate how these concepts are applied in long-term installations that became sites of pilgrimage for

Doctor Who fans in the years that followed.

a Doctor Who TARDIS Console 2010 (HQ),” YouTube.com (February 27, 2010),
http://www.youtube.com/watch?v=QichEmggWss.

%> sarah Ba net-Weiser, Authentic™: The Politics of Ambivalence in a Brand Culture (New York: New York University
Press, 2012), 4.
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2.3  Longleat House (1973-2003) and Blackpool (1974-85; 2004-09) — Sites of Pilgrimage, Community,
and Interactivity

According to Howe, Stammers, and Walker in Doctor Who: The Seventies — their second of three
volumes dedicated to Doctor Who's original run on television — the 1970s was a time when the incorpo-
ration of Who-related artifacts into exhibitions around the UK became increasingly frequent occurrenc-
es.'® While there were many examples where Doctor Who was incorporated into exhibits that dealt
with more expansive themes than a single television series, such as the BBC Visual Effects Exhibition at
the London Science Museum in December, 1972, this era also saw the creation of the first permanent
Doctor Who-related exhibitions. The first was the Doctor Who Exhibition hosted at Longleat House in
Wiltshire, England, which remained in operation from 1973 to 2003 and was one of the most enduring
Who-related attractions in the program’s history. The second was the Doctor Who Exhibition in Black-
pool that originally ran from 1974-1985. It was later completely redesigned before it re-opened for a
second run between 2004 and 2009.

Previous exhibitions at the Ceylon Tea Centre and the London Science Museum that also utilized
components of Doctor Who had been developed in conjunction with BBC Licensing.’® Following these
exhibits, a new department called BBC Exhibitions was created within BBC Licensing to handle with all
BBC-related exhibitions. This included the Longleat and Blackpool Exhibitions. According to Howe,
Stammers, and Walker, the Longleat House Doctor Who Exhibition was developed at the request of Lord
Bath who had seen the1972 BBC Special Effects exhibit at the London Science Museum. Lord Bath, who
owned the Longleat House estate, contacted the BBC Exhibitions team to see if a similar exhibition could
be mounted on his property.'® The Longleat House Exhibition began in 1973 as another installation that

explored the art of BBC special effects, but by April 1974 it was re-designed as a Doctor Who-themed

%8 pavid J. Howe, Mark Stammers, and Stephen James Walker. Doctor Who: The Seventies, (London: Virgin Pub-
lishing Ltd., 1994), 153.

¥ Howe et al., “The Seventies,” 154.

%8 Howe et al., “The Seventies,” 154.
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189

exhibit.”” During the same period when Longleat was being developed, planning began on the Blackpool

Exhibition. It was the first permanent exhibition dedicated solely to Doctor Who and was situated in a

7190

popular entertainment/tourist area of Blackpool known as the “Golden Mile.”””" Overseen by Lorne

Martin, who had previously worked on the exhibits developed by BBC Licensing, the Blackpool Exhibition

1 The walkthrough style experience utilized

was designed to fit in with the other attractions in the area.
in the Boys and Girls Exhibitions was expanded upon in this permanent installation, where visitors
moved through a series of corridors lined with exhibits that led into several larger rooms of display cas-
es. According to Howe et al, this exhibition was built by specialists form various BBC departments. It
showcased a “representation” of the TARDIS Console Room (i.e. not screen accurate), and there were
two “mechanically operated” Daleks that paraded on tracks (rather than via live actors), while a third
warned visitors that smoking would lead to their extermination.™

Longleat House operated on a slightly smaller scale to Blackpool (but was virtually identical),™*
and still exhibited props, costumes, and sets within a walkthrough environment that also relied heavily
on the use of sound as well as the visuals in the creation of the themed space. As was the case with
Blackpool, visitors entered the exhibition hall through a doorway stylized after the entryway to the Doc-
tor’s TARDIS, thereby inviting visitors to literally enter the world of Doctor Who in a bodily way. Both
Longleat and Blackpool were updated somewhat infrequently during the program’s original run, alt-
hough each space was closed each year so that props and costumes could be rotated out. Stuart Evans’
article “The Longleat Report” in the August 1987 edition of Doctor Who Magazine provides a detailed

summary of Longleat’s layout at the time. Just prior to the start of Sylvester McCoy’s tenure as the Sev-

enth and, as it turned out, final incarnation of the Doctor on the BBC during the initial 1963-89 run,

¥ Howe et al., “The Seventies,” 154.

%0 Howe et al., “The Seventies,” 154.

! Howe et al., “The Seventies,” 154.

22 Howe et al., “The Seventies,” 154.

193 Stuart Evans, “The Longleat Report,” Doctor Who Magazine 127, (August, 1987): 20.
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Longleat saw some major renovations to prepare for the upcoming 25" anniversary season.'® While the
Exhibition had always been designed to provide a sense of fantasy, Evans notes that “the corridors and
cameos are painted and lit to create a truly alien environment” that Longleat had never before
achieved.'”

According to Evans, Longleat’s layout in 1987 was as follows. After stepping through the TARDIS
doors, visitors entered a dark, menacing corridor that was “sparingly lit” with red and green lights in the

196

walls.” This was followed by a room with a star field ceiling and black mirror, upon which Visitors could

197 After this room, visitors en-

make the TARDIS materialize and dematerialize as it does in the show.
tered an exhibit featuring props from the then-recent season-long story “Trial of a Time Lord,” including
the Time Lord space station, costumes for various alien villains the Doctor battled, and then a few addi-

tional monsters from previous seasons.”® This lead down a corridor lined with bulkheads that simulated
those found in a spaceship.'®® The corridor also contained a mix of various props and costumes from Pe-
ter Davidson’s era as the Fifth Doctor.’®® The next section contained recreations of specific scenes from

the series using props, sets, and costumes (some of which was re-appropriated from Blackpool following

201

its demise the previous year).” The last room prior to reaching the TARDIS Console Room incorporated

several props and costumes from previous seasons of Doctor Who, as well as its first attempted spin-off
series pilot K9 and Co.**

The recreation of the Doctor’s TARDIS Console Room was always the centerpiece of the Longleat

and Blackpool Exhibitions. Evans states that the Longleat Console was a “half-scale stylised interpreta-

194 Evans, “The Longleat Report,” 20.

195 Evans, “The Longleat Report,” 20.

196 Evans, “The Longleat Report,” 20.

197 Evans, “The Longleat Report,” 20.

1% Evans, “The Longleat Report,” 20-21.

199 Evans, “The Longleat Report,” 22.

200 Evans, “The Longleat Report,” 21.

2! Evans, “The Longleat Report,” 22.

202 Evans, “The Longleat Report,” 22.
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tion of the ‘real’ thing, yet [had] an appeal all of its own, being a very well finished prop with dozens of

7203

flashing lights and a functioning Time Rotor column.”“™ This section also featured reproductions of two

Daleks and the Fourth Doctor’s robotic dog K9 (complete with light up buttons and robotic moving

204

parts).”" The exhibits surrounding the Console continued with scene dioramas from the Fifth Doctor’s

penultimate story “Caves of Androzani” and the Dalek’s home world Skaro (complete with Daleks that

2% The article

moved on tracks), and a selection of other robots from various points in the series’ history.
ends by pointing out that Longleat House contained more than just the Doctor Who Exhibition (which
cost fifty pence for admission), and encourages visitors to also experience the Safari Park, Boat and Train
rides, garden mazes, and vehicle collections.*®

While the Longleat Doctor Who Exhibition did not contain much by way of explicitly educational
materials, it, along with Blackpool, provided a model for a Doctor Who themed space exhibit that were
designed to operate over a long period of time and continued to rely on a proto-post-museum’s im-
portance of visitor interpretation and personally assigned meaning. During that time, each of these ex-
hibits was also incorporated into a variety of special gatherings. Longleat holds the distinction of being
host to a major event in Doctor Who fandom: the 20" Anniversary Celebration held over Easter week-
end in 1983. This was a defining moment within the history of Doctor Who fandom, as approximately
60,000 fans came together to experience this fictional world within a physical space at an event that
Andrew O’Day states “was the first time British fans had seen so many Doctor Who stars together in one

7207

place.”””" Hosted on the grounds of the Longleat House estate, the Celebration featured the largest ar-

ray of Doctor Who actors that had ever before assembled for such an event, including all of the surviving

203 Evans, “The Longleat Report,” 22.

208 Evans, “The Longleat Report,” 22.

205 Evans, “The Longleat Report,” 22.

206 Evans, “The Longleat Report,” 22.

27 Andrew O’Day, “Event TV: Fan Consumption of Televised Doctor Who in Britain (1963-Present),” Doctor Who in

Time and Space, ed. Gillian I. Leitch, (Jefferson: McFarland & Company, 2013), 11
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2% |n the book chapter “Event TV: Fan Consumption of Televised Doctor Who in Britain (1963-

Doctors.
Present)” from the edited collection Doctor Who in Time and Space, Andrew O’Day states that this event
included tents that housed demonstrations from the Radiophonic Workshop and the Visual Effects de-

299 The Exhibition was also

partment, as well as areas that housed merchandise and autograph rooms.
renovated to include sets from the upcoming 20" anniversary special “The Five Doctors,” and the event
hosted something that most fans at the time only dreamed of: reruns of episodes from all five Doc-

tOFS.ZlO

In 1983 only a few Doctor Who episodes had been released on home video, and episodes were
rarely rerun on television. Consequently, many fans had never had the opportunity to see episodes from
the program’s early years before (or at least not since they aired if the fans were old enough). The
screening room therefore provided a unique glimpse into the program’s past that allowed them to cele-
brate Doctor Who's history by experiencing its past. The screening room’s popularity led to the inclusion
of similar rooms in other Doctor Who conventions of the era.”"!

Unfortunately, the number of guests that the event had planned for was far less than the space
could handle. O’Day states that the event could hold about 20,000 people, but due to the festivities be-
ing heavily advertised nationwide nearly three times that many visitors came (with some traveling inter-

12| the retrospective documentary Celebration included in the Five Doctors — Special Edi-

nationally).
tion DVD, Peter Davidson, who was the then current incarnation of the Doctor, remembered that the
event was so crowded it became apparent that many of the people waiting in line would not get in.***

Consequently, he spent an hour and a half walking down the line greeting people as compensation.”**

Paul Cornell, who later became one of the most celebrated Doctor Who novelists, attended the event as

208 O’Day, “Fan Consumption,” 11.

209 O’Day, “Fan Consumption,” 11.

210 O’Day, “Fan Consumption,” 11.

21 O’Day, “Fan Consumption,” 11.

212 O’Day, “Fan Consumption,” 11.

23 celebration

2% Celebration
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k.”?'* Despite the fact that many visitors spent the en-

a teenage fan and referred to it as “our Woodstoc
tire experience standing in line (Doctor Who actress Janet Fielding said that “cueing was the experi-
ence”), Cornell notes that many noteworthy groups of people ended up meeting one another in those
lines. This resulted in the formation of new fanzines, fan clubs, and also served as the the first time that
several young fans who later played key roles in the franchise met face to face.”™ Even after the event
had long since ended, Longleat became forever associated with this event and frequently hosted smaller
gatherings in the years to come, including special effects shows featuring longtime Who actor Nicholas
Courtney.217

Blackpool also had its share of gatherings, where cast members, press, and fans from all over
the UK came together. It also was the site of smaller gatherings which have been noted by other schol-
ars. One such gathering was the “Blackpool Jaunt 1979.” In the book chapter “Social Spaces: British Fan-
dom to the Present” (also from Doctor Who in Time and Space), O’Day discusses how diverse popula-
tions within the fan community engage with their fandom within different spaces. According to O’Day,
the Doctor Who Appreciation Society, which is the oldest Doctor Who fan club, “went on a mini-bus
trip” to the Blackpool Doctor Who Exhibition where they went through the exhibits and gathered with

28 The fan club, which still exists today, was only three years old at the time and it

club members nearby.
was one of the first opportunities that members from different parts of the UK had the chance to come

together in a non-convention event.”*® Assembling at one of the two Exhibitions was an effective way of

providing activities for the attendees that also embraced their shared passion for Doctor Who.

*> celebration

218 Celebration

2 My research led me to a home movie tour of the Longleat Exhibition that was available for purchase on eBay.
The exact date of the recording is unknown, but the DVD includes several recordings of Nicholas Courtney’s special

effects stunt show.
218 Andrew O’Day, “Social Spaces: British Fandom to the Present,” Doctor Who in Time and Space, ed. Gillian I.
Leitch, (Jefferson: McFarland & Company, 2013), 27.

' 0’Day, “Social Spaces,” 27.



65

As permanent exhibition spaces, the Exhibitions in Longleat and Blackpool (and later at the Doc-
tor Who Experience) became sites of “pilgrimage” where fans could come together on a regular basis.
“Pilgrimage,” in this sense, is a play on how the term is used in Steven M. Fjellman’s book Vinyl Leaves:
Walt Disney World and America. Fjellman argues that Disney World is the quintessential postmodern
pilgrimage site for the American middle class, and that “entertainment is the current form of public dis-

2% Disney World, according to

course” in a society driven by a consumer existence of commodification.
Fjellman, epitomizes this existence as its stories are viewed as cultural heritage (due to cross-referential
marketing and the weight assigned to them in a commodified culture), and the utopian ideals those nar-
ratives convey appeal strongly to real peoples’ real needs in late capitalist society.”*** While Doctor
Who, as a brand, does not have quite the international pull as Disney, it has been one of the most endur-
ing titles in British media history and reflects nationalistic pride and traditions.

Although Doctor Who is still the product of a public service institution, it has also existed as a
brand selling tie-in merchandise since its earliest days. As is the case with Disney World, Doctor Who
fans feel the desire to flock to a specific location where they can immerse themselves in the program’s
fiction. Doctor Who is a decidedly British series, in which its alien protagonist embraces the eccentrici-
ties and traditions of British culture. Many of the Doctor’s incarnations have been avid tea drinkers, his
Fifth incarnation was obsessed with cricket (even going so far as dressing in an Edwardian cricketer’s
uniform) and many of the Doctor’s other incarnations have a decidedly Edwardian feel to their outfits as
well. Also, the fourth Doctor’s favorite confection was an assortment of jelly babies, which were original-
ly produced by the British company Bassett’s as “Peace Babies” following the end of WWI, and of
course, the Doctor’s shape-shifting TARDIS is perpetually stuck in the form of a 1950s British Police Box.

During the globalcast TV special Doctor Who Live: The Next Doctor, several guests stated that the pro-

gram’s continued appeal is due to its “Britishness” — a statement that was met with rounding applause

2% steven M. Fjellman. Vinyl Leaves: Walt Disney World and America, (Boulder: Westview Press, 1992), 10; 6-7.

221 Fjellman, 10.
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from audience and presenter alike.?*?

Doctor Who is a British “home grown” program that has endured
for longer than any other science fiction series on television, and because of that it has become an insti-
tution of its own in the UK and a major representation of Britishness around the world. The next major

exhibition, MOMI’s Behind the Sofa, emphasized Doctor Who's place as part of Britain’s cultural history

and provided the next major step in the evolving format of Doctor Who exhibitions.

2.4 Behind the Sofa (1991-1992) — Doctor Who as British Cultural History, and Quality TV

While Blackpool and Longleat featured some interactive displays and incorporated minor educa-
tional content that explored the production process behind Doctor Who, the BFI’'s Museum of the Mov-
ing Image 1991 exhibit titled Behind the Sofa embraced this to an extent that had not previously been
seen. Educational content had appeared in some exhibitions that utilized Doctor Who in the 1970s and
1980s, but Doctor Who had always been a portion of a larger exhibition rather than the sole focus of it.
For example, Doctor Who props, costumes, and a re-creation of the TARDIS console room were incorpo-
rated into a BBC Visual Effects Exhibition at the London Science Museum in December of 1972. As the
title of the exhibit indicates, this exhibition taught visitors about the art and science behind the work of

the BBC Visual Effects Department, and Doctor Who was used as one of the key examples.”? J

on
Pertwee, who was currently starring as the Third Doctor, and his co-stars Katie Manning and Nicholas
Courtney, attended an opening event for the exhibit in full costume, thereby combining the show’s fic-
tion and production into the space (albeit only for the limited time that the actors were present).

On December 21, 1971, a year prior to the Visual Effects Exhibition, Doctor Who was incorpo-

22 . ..
7224 However, in this instance

rated into one of the London Planetarium’s Young Observer “teach-ins.
Doctor Who was not responsible for much of the event’s educational content. According to Howe,

Stammers, and Walker, this event consisted of two components: a lecture on “the workings of the Plan-

22 Doctor Who Live: The Next Doctor, BBC 1/BBC America (August 4, 2013), Broadcast TV.

Howe et al., “The Seventies,” 153-154.
Howe et al., “The Seventies,” 153.

223

224



67

etarium” and a Q&A with Jon Pertwee, Doctor Who producer Barry Letts, and Peter Purves, an actor

225

who played a companion to the First Doctor and host on Blue Peter.””> During the Q&A, Letts showcased

props and costumes to the audience, including revealing a new monster scheduled to appear in an up-

22 What separates Behind the Sofa from these earlier

coming episode, and an appearance by the Daleks.
endeavors is that Doctor Who was the exhibit’s central focus, and served as a means of enhancing the
museum’s pedagogical goals to such an extent that Doctor Who maintained a lasting presence at MOMI
for the remainder of the museum'’s life.”?’ It was also the first exhibition released during the program’s
hiatus where it fulfilled a role in keeping interest in the series alive during a time where its future was
uncertain. Its July 5 opening was met with fanfare and a multi-day conference-style event.

Over the weekend of July 6-7, 1991, MOMI also hosted a series of sold-out lectures and presen-
tations. According to Paula Bentham in Doctor Who Magazine 177, ticket holders attended “hour-long
teach-ins that sought to cover all aspects of Doctor Who production,” including script writing, acting,
costume and visual effects design, a “slide show by Who historian Jeremy Bentham,” and several
presentations by former Who stars and production personnel.””® Among the various lectures was also a
presentation by Sophie Aldred, who portrayed the Seventh Doctor’s companion Ace during the final
years of the show’s original run. Bentham states that Aldred “demonstrated the development of the
female companion from the high-heeled screamer of yesterday through to the tough, tom-boy image of

7229 Unlike earlier exhibit/lecture events like those hosted at the London Science Museum,

today’s Ace.
these lectures were solely about the production of Doctor Who and the program’s cultural impact. This

exhibition, combined with the series of teach-ins, marked the first major instance where Doctor Who

2 Howe et al., “The Seventies,” 153.

2% Howe et al., “The Seventies,” 153.

27 MOMI was abruptly closed in 1999 after the BFI decided to focus its interests elsewhere.
Paula Bentham, “MOMI Spearheads Doctor Who Revival,” Doctor Who Magazine 177, (September 4, 1991): 10.

Bentham, 10.
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was viewed as something more than a children’s cult serial. It also presented the show as a quality cul-
tural phenomenon within British television history.
As Newman and Levine argue in their discussion of Twin Peaks, cult shows with fan bases en-

230

courage returning to the TV text and discussing it within the community.”” In their discussion of cult TV,

Newman and Levine cite Matt Hills’ article “Defining Cult TV: Texts, Inter-Texts and Fan Audiences.” In

“wi

his article, Hills argues that cult TV is ““about finding quality in unexpected places and revaluing other-

1231

wise devalued/popular texts. Consequently, this distinction is one of the ways that allows television

22 While classic Doctor Who? is rarely

to achieve “legitimate” status when compared to other art forms.
discussed in auteurist terms in the same way that Twin Peaks is, there are distinct similarities in how
audiences experienced both shows during and after an episode was broadcast. Referencing Henry Jen-
kins” article “‘Do You Enjoy Making the Rest of Us Feel Stupid?’ alt.tv.twinpeaks, the Trickster Author,
and Viewer Mastery,” Newman and Levine discuss how Twin Peaks emerged at a time when VCRs be-
came a crucial component in providing fans with the chance to dissect the show over and over again.”**
While some may argue that classic Doctor Who contained the same level of intrigue and mystery that
made solving the mystery of Twin Peaks so appealing, fans nevertheless shared the desire to re-
experience Doctor Who throughout its first 29 years on television — even prior to the invention of the

VCR. In these instances, fans sat near their television sets and recorded the show’s broadcast soundtrack

on portable tape recorders, thereby allowing them to re-listen to the Doctor’s adventures at their lei-

2% Newman and Levine, 27-28.

Matt Hills, “Defining Cult TV: Texts, Inter-Texts and Fan Audiences,” The Television Studies Book, Robert C. Allen
ED. (New York: Routledge, 2004) — Quoted in: Michael Z. Newman and Elana Levine, Legitimating Television: Media
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Convergence and Cultural Studies, (New York: Routledge, 2012), 28.
232 .
Newman and Levine, 28.

233 Classic Doctor Who is the term used in fandom and academia when referencing the program prior to its revival
in 2005. This era encompasses its time at the BBC between 1963 and 1989, and consists of episodes featuring the
First through the Seventh Doctors. Occasionally the 1996 Paul McGann backdoor pilot movie titled Doctor Who is
included in this category as well.

234 .
Newman and Levine, 28.
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sure. They had no way of knowing it at the time, but these amateur archivists were in fact preserving
Doctor Who's early years for future generations to enjoy since the BBC purged its archive of black and
white tapes in the early 1970s. While several of the episodes were later recovered from collections
around the world, as of September, 2014 there are still 97 half-hour episodes missing (including 26 full
stories). Fan-recorded audios exist for every missing episode, thereby providing future generations of
Doctor Who fans with the chance to experience these lost treasures at least in part.

The need to archive Doctor Who has existed within the fan community since the show’s birth,
making its transition into the museum in an exhibition that delves deeper into its industrial and cultural
impact (with supplementary lectures that expand upon that content), in hindsight, seem like a perfectly
natural progression. However, a museum, like a “Quality TV” show that “legitimizes” itself through ad-

vertisements that differentiate it from its competition (i.e. “It's Not TV, It's HBO!”),***

is inherently me-
diated and constructed. The curatorial decision to highlight a show like Doctor Who over other long-
running shows like Coronation Street (1960-present) is a matter of “inclusion” vs. “exclusion.” Newman
and Levine argue that with Quality TV, the “gesture of inclusion and a welcome expansion of what

2% Since

counts as art for television to gain entrance to [Quality TV] status” is inherently problematic.
Doctor Who returned to the screen in 2005, it has continually been included in discourses on Quality TV
and auteurist interpretations of the series through showrunners Russell T. Davies and Steven Moffat. It
is possible that Behind the Sofa and its treatment of Doctor Who — both in the exhibition and in the tie-in
educational lectures — was partially responsible for this need to continually elevate the program in the

quest for cultural legitimation. Consequently, a deeper analysis of the exhibition, and its use of theming,

leads to a better understanding of Doctor Who and its place in British cultural traditions.

235 .
Newman and Levine, 30.

236 .
Newman and Levine, 36.
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Behind the Sofa used physical artifacts, including props, costumes and set pieces from the show,

along with Doctor Who-themed exhibit sets, lights, and sound effects?’

to separate the visitor from the
everyday world. Contemporary magazine articles, such as Philip Newman’s “Behind the Sofa: The Doctor
Who Exhibition at MOMI” from Doctor Who Magazine issue 178, provide detailed descriptions of this
exhibit, including its layout, contents, and educational components. This exhibition was also overseen by
Lorne Martin,”*® whose continual presence in the development of Who-related exhibitions and events
helped provide a sense of continuity, and allowed each new major exhibit to expand upon those that
came before.

Building upon previously utilized Doctor Who exhibition techniques, Behind the Sofa began with
visitors entering the world of Doctor Who through what Newman describes as “the obligatory Police Box

portal”**

— a technique similar to what was utilized in Longleat and Blackpool, which is also seen in the
current Doctor Who Experience. The first display area introduced the visitor to the “behind the sofa”
concept after which the exhibition was titled. This was illustrated through a scene from a living room
from November 23, 1963 with a mannequin of a young boy hiding behind a sofa while watching Doctor
Who's premiere episode “An Unearthly Child.”**° For experienced “Whovians,” there is a frequently
shared memory of watching the television program peeking out from behind the sofa as a child, where
the monsters that made the series iconic both fascinated and terrified younger viewers. While this was
not necessarily a mode of spectatorship that every viewer engaged in, the concept is one that is still well

known among the fan community since the “behind the sofa” viewing experience entered public dis-

course surrounding the series from early in its history. Consequently, the exhibition’s name and this first

237 Philip Newman, “Behind the Sofa: The Doctor Who Exhibition at MOMI,” Doctor Who Magazine 178, (October

2,1991): 22.

#3 philip Newman, “Behind the Sofa,” 22.
Philip Newman, “Behind the Sofa,” 22.
Philip Newman, “Behind the Sofa,” 22.
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display illustrates how a reliance on fandom through association can have a major impact on the inter-
pretive potential of a post-museum approach towards exhibition.

Following this depiction of the viewing experience, the program’s early years were then ex-
plored through a series of photographs, designs, and a “wonderfully atmospheric ‘junkyard’ that in-

1 The next two displays focused

cluded the sole surviving Dalek from this period in the show’s history.
on the show’s titular character, containing costumes and artifacts pertaining to the seven TV incarna-
tions that had appeared up to that point (including all of the regeneration scenes looped on a video
monitor).2*? This section was followed by one dedicated to the Doctor’s traveling companions, with pho-
tographs of every one of his co-stars, and a display case that focused on his arch nemesis known as the
Master.**

According to the Museum of the Moving Image Souvenir Guide from 1992, MOMI celebrated
both the spectatorship and production of film and television, which is identified as “the most popular

#24 After embracing the spectatorship of and nostalgia for Doc-

and influential media of the 20" century.
tor Who, Behind the Sofa then shifted to fulfilling MOMI’s other mission of exploring the production as-
pects of the series. Featuring displays that explored make-up, costuming, design, production, graphics,
and visual effects, Behind the Sofa ensured that visitors learned about the various departments at the
BBC that are responsible for the design of the Doctor Who universe. This section utilized a mixture of
video segments, exhibit text describing the duties of each department, and artifacts from the series to
helped illustrate the various concepts.**® After exploring the production side of the program, visitors had

the opportunity to interact with Doctor Who in a way that had never before been offered: they had the

chance to become a Dalek. Behind the Sofa is fondly remembered as the moment when the “cutaway

**1 philip Newman, “Behind the Sofa,” 22.

Philip Newman, “Behind the Sofa,” 22.
Philip Newman, “Behind the Sofa,” 22.
Museum of the Moving Image Souvenir Guide (London: British Film Institute, 1992), 1.
Philip Newman, “Behind the Sofa,” 22.
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Dalek” first appeared. This allowed visitors to step inside of half a Dalek, operate its limbs, and speak
through a voice changing microphone that made them sound like the iconic monster. The cutaway Dalek
proved to be so popular that it, along with many aspects of Behind the Sofa, continued to remain on dis-
play until MOMI closed in 1999.

The themed elements of Behind the Sofa let visitors step into the world of Doctor Who and learn
about the program’s history, its cultural impact, and production (including creating graphics, special ef-
fects, sound effects, costumes, music, and make-up) in more detail than ever before. | was fortunate
enough to visit MOMI during its initial run and saw the remnants of Behind the Sofa on display. Although
| was only in my early teens, | vividly remember turning a corner in the exhibition hall and coming face
to face with the TARDIS, which had its doors open and a mirror inside made it so visitors could see
themselves inside the Doctor’s iconic ship. From there you proceeded up a staircase where the cutaway
Dalek remained, along with various other artifacts and video segments pertaining to Doctor Who. In
2004 | attended the National Film and Television School’s end of the year screenings at the movie thea-
ter the site had been converted into. The reception was held in the back and, to my surprise, adjacent to
the portion of MOMI that used to house the remaining Doctor Who artifacts. | snuck away from the
crowd briefly to survey the area and found that the exhibit text, display cases (nhow emptied), and even
the TARDIS were left behind. Unfortunately, this was before camera phones were readily available and |
was unable to document the scene. However, experiencing this space as the echo for what it once was
illustrated the impact that theming (and a lack of theming) has on these spaces. Seeing your reflection in
the forgotten TARDIS with text identifying what used to be housed in the empty cases around you has a
decidedly different effect on a visitor. While the echoes of Doctor Who's time at MOMI were all that re-
mained, its legacy in using themed spaces, bodily immersion, and contextualization of Doctor Who as a

major part of British television culture lives on in the current Doctor Who Experience.
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2.5 The Doctor Who Experience in London (2011) and Cardiff Bay (2012-Present) — Educational Pro-
gram Supplements, and Popular Media Inspiring the Imagination

Formerly housed at Olympia 2 in London, 2011, and now in Cardiff Bay, the latest Doctor Who
Experience combines a walkthrough immersive adventure with an exhibit featuring costumes, sets, and
original and reproduced props. As was discussed in the introduction, Teresa Forde’s chapter ““You Ano-
rak!: The Doctor Who Experience and Experiencing Doctor Who” in Paul Booth’s edited collection Fan
Phenomena — Doctor Who contextualizes the Experience as “a themed ‘spin-off’ of the Whoniverse
[that] may hold additional connotations of commercialism similar to visiting a theme park based on fic-

7246

tional characters. Furthermore, Forde adds that the Experience “is not a “traditional museum” and

instead “demonstrates the ways in which contemporary museums make themselves seemingly more

interactive and accessible to the public.”**’

While Forde does not identify the Experience as a post-
museum specifically, the described approach fits with the interpretive focus of the post-museum by
emphasizing accessibility. The Experience’s interactive components include stations where visitors learn
about sound-effects and various facets of the production process, an area situated in front of a large
reflective surface provides a space where visitors can learn to walk like a monster and a moment within
the walkthrough adventure where visitors can “fly” the TARDIS.

As was the case with Behind the Sofa, the Doctor Who Experience maintains a sense of bodily
immersion through a combination of artifacts, lights, and sound effects. It also contains successful
themed elements similar to those seen in previous exhibits, such as a cutaway Dalek casing like the one
found in MOMI, albeit without the voice-changing microphone. This is once again a moment where fan-

familiarity with not only the Doctor Who brand but also with its museum history adds to the interpreta-

tive potential of the space a la a post-museum interpretive approach. Similarly, the walkthrough adven-

?%® Teresa Forde, “You Anorak’: The Doctor Who Experience and Experiencing Doctor Who,” Fan Phenomena —
Doctor Who, ed. Paul Booth, (Chicago: Intellect Books, 2013), 63.
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Forde, 64.
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ture is effectively a contemporary extension of Longleat House, Blackpool, and the Boys and Girls Exhibi-
tions. However, unlike these previous endeavors, the Experience presents the visitor with a developed
narrative that is essentially a new Doctor Who episode that they get to experience in a bodily way. This
takes the immersive nature of the exhibition to a level beyond solely placing visitors inside the world of
the show’s fiction, and instead invites them to participate in an adventure within that world. The Boys
and Girls Exhibitions and the Experience also both featured winners from the Blue Peter “Design a Mon-
ster” competition,**® thereby maintaining a connection to the program’s fan-base. What distinguishes
the Experience from these earlier exhibitions is that it separates the theme park-style attraction from
the exhibit hall, yet relies on each to create the overall sense of bodily immersion. Furthermore, the ma-
jority of the educational components within this exhibition are not found within the exhibit text itself
but are instead provided in several Educator’s Guides that are used during school group visits. These
guides rely on visitor knowledge of Doctor Who (although they also include introductory materials to the
franchise), and incorporate both the exhibit hall and walkthrough attraction into lesson plans catered to
the British public school system.

The walkthrough adventure is the first part of the Experience, where visitors step through the
familiar Police Box doors** into an original Doctor Who story. | was fortunate enough to visit the Experi-
ence once a year for its first 3 years of operation (2011-2013), and was able to document various chang-
es that occurred between each visit. | first saw the Experience a few months after it opened at Olympia
2in 2011. Its release occurred in-between Matt Smith’s Eleventh Doctor’s first and second seasons and
both the exhibition and the walkthrough adventure were heavily influenced by Smith’s first season. The
walkthrough adventure, and the exhibition that followed it, were frequently updated over the course of

Smith’s tenure as the Doctor to accommodate the continually evolving narrative. Changing the artifacts

8 David J. Howe, et. al, “The Sixties,” 135-136.

249 They actually step through the doors three times. The entryway into the Experience is painted to look like the
TARDIS, and later in the adventure they step into an accurate recreation of the Doctor’s famous time/space ship.
Finally, they step through again to help speed up the shift from location to location.
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on display in the exhibition was a relatively easy task, but altering the walkthrough adventure was not as
simple without significantly changing the featured narrative. Most of the changes were minor, with a
few auditory references to companions leaving, so as to avoid a massive restructuring of the costly en-
deavor. The one section that changed the most was the opening montage, where visitors sat in a dark-
ened room and view a fast moving film compiling some of the most action-packed moments of the 11"
Doctor and his companions Amy, Rory, and Clara, complete with “action music” that increased the ex-
citement. New footage from the most recent episodes was incorporated into the sequence with each
passing season, but the montage always concluded with clips from the “crack in the wall” arc from
Smith’s first year as the Doctor. The wall that the film was projected on then formed that crack, split
open, and the walkthrough adventure began.

Since my last visit in September, 2013, the Experience was completely overhauled to accommo-
date Matt Smith’s departure from the series. In December, 2013, the Eleventh Doctor regenerated into
the Twelfth (played by Peter Capaldi) and subsequently the walkthrough adventure as it had previously
appeared was no longer “up to date.” The Experience closed temporarily in November, 2014 for a major
restructuring. Consequently, what follows is a description of how the Doctor Who Experience appeared
over the weekend of September 6, 2013. This was two months before the global-cast 50" anniversary
special “Day of the Doctor” and only three months before Smith’s time as the Doctor ended. Exploring
this point in the Experience’s “life” illustrates how alterations are continually made to this themed ad-
venture’s layout as the series’ narrative progresses — a process that will undoubtedly continue during
Capaldi’s era as the Doctor.

The narrative of the 2011-2014 walkthrough mirrored many of the tropes found in a companion
origin episode of Doctor Who. Specifically, visitors were given a backstory within the Doctor Who uni-
verse, invited into the TARDIS by the Doctor, and encountered various monsters one species at a time in

a series of episodic encounters (which culminated in a series finale-like team-up battle between them all
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as has been seen several times since the program returned to TV). There is one key difference, however:
no running was allowed. Since the series returned in 2005, running towards (and sometimes away from)
danger has been a recurring theme. In “Rose,” the premiere episode of Series One, viewers are intro-
duced to the new Doctor when he takes Rose’s hand, who at this point is a complete stranger to the
Time Lord, and whisks her away to safety with a single word: “run.” By the end of this episode, Rose
leaves her home to travel with the Doctor. While the Doctor invited the visitors in the Experience to
travel with him, albeit for a quick adventure rather than a continued journey, he stated at several points
that you should walk rather than run from danger for safety reasons. Due to outcroppings in the various
sets that the visitor navigates, and the varying degrees of illumination throughout the walkthrough ad-
venture, mimicking the Doctor’s fondness for sprinting would invite injury. While some visitors were un-
doubtedly disappointed that they could not take the Doctor’s hand and run through the universe with
him, moving at a slower pace allowed everyone to absorb the themed spaces at a less brisk pace (alt-
hough they still moved quite quickly).

2% titled “The Pandorica Opens” and “The Big Bang,”

Expanding on the two-part finale of Series 5
the adventure began in a museum dedicated to the Starship UK — a spaceship that appeared in Smith’s
second episode titled “The Beast Below” —and was set sometime in the distant future. After a few mo-
ments of observing an animatronic “Librarian” guide from the Series 4 episode “Silence of the Library”
and a variety of screen-used props, the Doctor appeared on a view screen and informed everyone that
he is trapped in the Pandorica 2 — a prison similar to the first Pandorica seen in the series —and needs
their help getting free. Since he could not get in touch with his companions Amy and Rory, the visitors

were his only hope. He activated his trusty sonic screwdriver and, through the use of lighting and scrim

effects, the TARDIS appeared in the corner of the room. The doors parted and everyone stepped

% \When Doctor Who was resurrected in 2005 it was re-formatted to accommodate a 40 to 50 minute episodic

structure rather than as a 25 minute serial. The original series is typically organized and identified by season num-
ber, but its return is identified as the start of “Series 1.”
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through the threshold into a detailed, albeit smaller, reproduction of the Eleventh Doctor’s Console
Room. From here, visitors got to help the Doctor fly the TARDIS since he was trapped elsewhere and
could not do it himself. The Doctor informed everyone that the TARDIS responds better to younger trav-
elers, thereby encouraging children to get first dibs at operating one of the controls around the center
console (as there were not enough for everyone to try it out).

After successfully landing the TARDIS, the Doctor’s new companions exited through the back
door and continued the narrative in a series of rooms that featured the “greatest hits” of the Doctor’s
enemies. They first found themselves on the bridge of a Dalek spaceship complete with a 180 degree
view screen and several animatronic Daleks. In “The Pandorica Opens,” the Daleks, Cybermen, Son-
tarans, and a variety of other alien menaces teamed up to trap the Doctor in the prison, and the Daleks
are up to their old tricks in the walkthrough. After the villains threatened to “exterminate” both the visi-
tors and the Doctor, a space battle with a warring Dalek faction ensued and everyone escaped into a
time corridor and through the TARDIS doorway. Immediately following this they entered a darkened
forest surrounded by one of the most popular additions to the Doctor Who universe since its return in
2005: the Weeping Angels. These aliens resemble classical angel stone sculptures and can kill you in an
instant if you look away from them (or even blink). The Doctor’s voice, which was piped through unseen
speakers, told everyone to calmly work their way through the forest without blinking. As the group pro-
ceeded through the space, lighting and sound effects made it appear like there were Weeping Angels
moving around in the dark. Everyone exited through a second time corridor and entered the location of
the Padorica 2. After the Doctor’s new companions donned “safety glasses” (3D glasses), the Doctor
managed to free himself and appeared on a monitor on the side of the room. A 3D film began after the
Doctor lured the Daleks, Weeping Angels, and the Cybermen (to complete the menagerie of villains) into
the Time Vortex. With their ultimate fantasy of helping the Doctor save the universe fulfilled, everyone

triumphantly exited into the exhibition portion of the Experience.
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While the major narrative of this walkthrough adventure and its key rooms did not change dur-
ing Smith’s years at the Experience, there were small alterations made to keep the adventure linked to
the current narrative seen on TV. Since changing the animatronic components and bringing Matt Smith
back to film new video segments are costly endeavors, the Experience found ways of altering the
walkthrough in smaller ways that help keep it continually within the program’s current narrative. As was
discussed earlier in this chapter, the Doctor’s companions rotate out of the series after a few years. The
Experience first opened early during Smith’s tenure as the Doctor, and Amy and Rory stayed with him
for most of his Doctor’s run. However, the two characters left in September, 2012 and were replaced in
Spring, 2013 by Clara Oswald. The Doctor’s mentioning of Amy and Rory in a video segment cannot be
easily edited out, so consequently, as the visitors entered the TARDIS, a new line of voice-over dialogue
piped over the speakers where the Doctor sadly remembers that Amy and Rory no longer travel with
him. He decided that the Pandorica was affecting his memory.

While this addition only lasted a few seconds and was easily missed since visitors were intro-
duced to the TARDIS console room at the same time, this alteration is important for one key reason: it
illustrates a need to maintain a firm link to the continuity of the on-screen narrative, thereby ensuring
that the immersion is not interrupted by presenting the visitor with out-of-date story elements. The ex-
hibition portion is designed to explore the show’s past, both distant and recent, and the majority of the
displays are static and unmoving. The adventure, by contrast, can only maintain its level of immersion
through its perceived experiential immediacy. As was previously mentioned, the Experience closed be-
tween September and November, 2014, for a major renovation to accommodate the new Doctor. By
ensuring that the walkthrough is narratively current, visitors have the opportunity to be swept up in ad-
venture’s fiction. This not only ensures that there is no brand confusion regarding who the current
“face” of Doctor Who is, but also that visitors to the Experience continue to feel like they are stepping

into their TV screens and have the chance to travel with their favorite Time Lord in-between his on-
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screen adventures. In regards to its link with the educational program, this continuity also provides a
source of material for both fans of Doctor Who and those who are new to the series that can spark their
imagination when approaching the assignments.

References to recent Doctor Who adventures throughout the walkthrough experience help set
the immersive tone for the exhibition that follows and extends the themed space by first establishing a
connection to the fun and entertainment qualities of the program. These aspects continue into the ex-
hibition hall itself, where visitors engage in post-museum constructivist learning practices. Many Doctor
Who exhibits, such as Longleat, Blackpool, and the Experience, rely on constructivist learning theory and
contribute to the formation of the post-museum. Attributed to the work of Swiss theorist Jean Piaget,
constructivist learning theory emerged from the philosophy of constructivism, where every learner con-

structs knowledge in his or her mind differently.”!

Instead of establishing cultural meaning and interpre-
tation through curated exhibit text (which is usually limited to the fictional history of its accompanying
artifact), meaning is established by the visitor and their previous experiences with Doctor Who. Whatev-
er that experience is — as a hardcore fan, a casual viewer, or only having experienced the walkthrough
adventure — that history with the program helps guide them through the exhibition hall. Fans who are
more familiar with Doctor Who are able to construct meaning from the artifacts in ways that those who
are unfamiliar with the program cannot, and newcomers will undoubtedly relate to these materials dif-
ferently than fans. However, everyone experiences the immersive bodily experience, which begins at

the walkthrough adventure and continues into the exhibition, capitalizing on the elements of fun and

play that merge that with educational components. With visual culture impacting how the visitor re-

! 0smo Kivinen and Pekka Ristela. “From Constructivism to a Pragmatist Conception of Learning,” Oxford Review

of Education 29.3, (September, 2003): 363.
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lates, interacts, and learns in contemporary museum models like the post-museum, these concepts be-
come inherently built into their relationship with the act of “play.”**

Connecting play with learning and the merging of work and leisure are concepts frequently dis-
cussed in contemporary videogame studies. In their book Digital Play: The Interaction of Technology,
Culture, and Marketing, Stephen Kline, Nick Dyer-Witheford, and Greg de Pueter explore how media
industries like videogame design, are attracting relatively low-paid employees by embracing a “work as
play” model.”>> These employees are more likely to take on exploitative jobs in the gaming industry as it
exudes a “hip self-image,” and companies can count on their enthusiasm as both professional and “free

2% 1n the process, work and play become conceptually blurred. This argument can similarly be

labor.
applied to learning in themed space exhibitions, where education merges with play activities and an
overall sense of “fun.” Fun, and its relationship to learning, is discussed by game designer Raph Koster in
his book A Theory of Fun For Game Design, where he argues that learning is the reason we play games; it
is the “drug” of games.”>> We only become bored with games when they stop teaching us, which results
in us no longer having fun. While incorporating texts like Doctor Who into lessons on a regular basis may
result in that text no longer being “fun,” blurring work and play can, in moderation, result in a rejuvena-
tion of education both for teachers and students.

The continued use of immersive bodily experiences in Doctor Who exhibitions is partially due to

its historical precedence, as well as a means of providing additional ways for audiences to engage with

their fan practices, gain revenue by capitalizing on the show’s success, and utilize their enthusiasm to

2 As was discussed in the introduction, play is also one of Deborah L. Perry’s six key motivations for “What Makes

Learning Fun” (WMLF) in a museum exhibition. Chapters 3 and 4 delve into Perry’s argument concerning play in
more detail in explorations of roleplaying and a free-flow exhibition design respectively. — Deborah L. Perry, What
makes learning fun?: principles for the design of intrinsically motivating museum exhibits, (Plymouth: AltaMira
Press, 2012), 64.
>3 Stephen Kline, Nick Dyer-Witheford, Greig de Peuter, Digital Play: The Interaction of Technology, Culture, and
Marketing, (Montreal: McGill-Queen’s University Press, 2003), 199.
254 .

Kline et al., 200.

25 Raph Koster, A Theory of Fun For Game Design, (Scottsdale: Paraglyph Press, Inc., 2005), 40; 42.
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further the BBC’s public service mandate. The Doctor Who Experience is a prime example of this, as it
was developed by both the BBC's public service team and the BBC’'s commercial arm, BBC Worldwide.
BBC Worldwide fulfills both public service and commercial goals by merging the maximization of profits

256

with the duties set forth in the BBC mandate.”” Two aspects of the BBC's public service duties are of

particular interest to this study: that BBC programming should promote “education and learning,” and

should stimulate “creativity and cultural excellence.””’

The Doctor Who Experience fulfills all of these
qualifications as it charges admission, thereby maximizing profits for BBC Worldwide, and at the same
time ensures that educational opportunities are available that utilize Doctor Who and the Experience in
ways that promote British media culture and learning through embracing creativity.

Although the exhibition itself does have several interactive educational areas, the majority of its
pedagogical materials are incorporated into its education program. This is a hindrance to the Doctor

Who Experience’s ability to reach its potential “for life-long learning”**®

as Hooper-Greenhill proposes
the post museum should. In this way, the Experience caters to more traditional notions of learning in the
museum than the post-museum strives for. Despite this, fans of Doctor Who, both in its television and
museum-exhibited forms, can still provide their own interpretive readings of the space based on previ-
ous knowledge/association (as has previously been discussed). However limiting the educational value
of the exhibition hall itself is, the basic format has the potential to move into the realm of the post-
museum’s ultimate potential impact if balance is found between fictional narrative (the walkthrough)
and a more detailed discussion of Doctor Who's history within the exhibition hall. The educational tie-in

program illustrates the diverse ways that the Experience could be applied to analyze various subjects

while simultaneously emphasizing visitor interpretation through popular media.

26 “pAbout Us,” BBC Worldwide, http://www.bbcworldwide.com/about-us.aspx
27 “Inside the BBC: Public Purposes,” BBC.co.uk,
http://www.bbc.co.uk/aboutthebbc/insidethebbc/whoweare/publicpurposes/.

28 Hooper-Greenhill, 2.


http://www.bbcworldwide.com/about-us.aspx
http://www.bbc.co.uk/aboutthebbc/insidethebbc/whoweare/publicpurposes/
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The Experience utilizes the exhibit, the walkthrough adventure, and Doctor Who as a franchise
in a way that emphasizes the notions of “work as play” and learning through “fun.” “Education Toolkits”
are available for instructors teaching at the Key Stage 2 and 3 levels (ages 7-11 and 11-14 respective-

% who can incorporate the Experience and Doctor Who into many curricular subjects, before, during,

ly),
and after the class visit. The 2011 KS2 Toolkit focuses on Design & Technology, Art, History, Thinking
Skills, and Key Skills including Literacy, Numeracy, and Information and Communication Technology.**
The Toolkit uses Doctor Who as a means of inspiring the students to engage with various lesson plans,
including: slam writing;261 design activities where students can create their own monsters,*® sets,?*
gadgets,”* and costumes;”® history and performance lessons;**® and social activities.”®’ Similarly, the
2011 KS3 Toolkit features activities that explore Design and Technology, Personal Learning and Thinking
Skills, and Cross-Curriculum Opportunities including Science, Creative Media, Performing Arts, Business
& Enterprise, and Engineering.”®® Like with KS2, this guide features a variety of design activities, but they
incorporate more advanced goals and subjects, including game design, merchandise design, and envi-
ronmentally friendly gadget designs.

Each lesson is broken down into four specific sections: “Scene Setter,” which is a concept that

launches the activity; “Inspire,” which incorporates video segments, PowerPoint presentations, or imag-

es from Doctor Who that are included on an accompanying CD-ROM; “Discover,” which identifies how

29 “Description of key stages in public schools graph,” Department of Education,
http://www.education.gov.uk/get-into-teaching/subjects-age-groups/age-groups/graph-

description.aspx?sc_lang=en-GB

%% Doctor Who Experience Education Toolkit — Key Stage 2, (BBC Worldwide, 2011), 1.
261 “gey Stage 2,” 3.

262 “Key Stage 2,” 5.

263 “Key Stage 2,” 6; 8.

204 “Key Stage 2,” 10.

26> “Key Stage 2,” 9.

266 “Key Stage 2,” 7.

267 ugey Stage 2,” 10.

?%% Doctor Who Experience Education Toolkit — Key Stage 3 (BBC Worldwide, 2011), 1.
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this lesson can be incorporated into the physical space of the Experience, either in the walkthrough ad-
venture or the exhibition; and the specific “Tasks” that the students must accomplish. There are also
learning objectives assigned to each activity that tie them into larger academic concepts at that grade
level. For example, the activity titled “Set Design,” the third listing in the KS3 Toolkit, sets the scene by
describing how designers run the gambit between fantastical and historical sets within the world of Doc-
tor Who. Slides depict sets from the series, as well as a video of the Experience’s sets being designed
and developed inspire them, and the students can discover the actual TARDIS sets in person at the Expe-
rience, and see replicas come to life in the walkthrough adventure.”® Upon completion, the students
will learn about set and visual effects design, gain an understanding of “how materials are used to build
sets and...create visual effects on TV,” and build experience in teamwork, independent research, plan-
ning, and presentation skills.

The KS2 Toolkit features several activities that mirror its more advanced studies counterpart, in-
cluding a “Set Design” activity. However, this has been split into two separate mini-activities: “Study Set-
tings” and “Set Design Task.” Every activity in the KS2 Toolkit lists the specific subjects that they each
apply to. “Study Settings,” which is identified as tying into Literacy lessons, has the students view slides
of different settings in Doctor Who and asks them to think how sets visually depict past or future set-
tings.”’® The “Set Design Task,” which ties into Design and Technology, Art, and Literacy, places students
into the shows of BBC set designers working on the series. After viewing several clips showing how sets
are designed and developed for the Experience, students are asked to create a set in a painting, collage,
or shoebox model, while paying close attention to how the “location, environment, weather, features

271

and objects” impact the design of that set.”’” The class then presents their finished projects to one an-

other for feedback. The “Discover” section of this activity asks them to consider how the walkthrough

269 “Key Stage 3,” 6,

270 “gey Stage 2,” 6.
o “Key Stage 2,” 6.
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adventure “has been designed to reflect exciting sets from the series,” and how their design impacted
them (how it made them feel, how special effects increased the sets, etc.).”’?
The KS2 Toolkit?” states that “the heritage and innovation of the TV show and the Doctor Who

7274 This statement

Experience provide a wealth of inspiring stimulus to bring a variety of subjects to life.
is significant for several reasons. First, it encourages visitors and students to consider Doctor Who on an
interpretive level (i.e., what does the show mean to them? Is this statement only meant to encourage
people to continue consuming the brand, or is it indicative of a larger cultural context for the series?).
This encourages a visitor to consider his or her own personal history/association with Doctor Who, and
the answer will be different for everyone. Second, this is a statement that is not only wrapped up in BBC
Worldwide’s dual mission of corporate profit and fulfilling the BBC's larger public service mandate, but
also is at the heart of every popular culture themed space exhibition where corporate profits and educa-
tion merge. This, in turn, raises concerns that such relationships between popular culture and education
effectively “brand” learning. To further complicate matters, when visitors first entered the 2011-2014
walkthrough experience, they were contextualized as guests attending the fictional Starship UK Muse-
um. However, only a few moments later the Doctor arrived and hailed them with the greeting “Hello

III

Shoppers!” From this point on, the visitors became simultaneously consumers, attendees at both real

and fictional museums, and the Doctor’s companions. At the conclusion of the walkthrough, the Doctor
told them to go forth and “do shopping” as they exited into the exhibit itself, thereby self-mockingly re-
iterating the consumer revenue aspect of BBC Worldwide. Forde proposes that visitors to the Experi-

275

ence are “shopping” for experiences in a Benjaminian flaneur context.””> As part of Walter Benjamin’s

272 “Key Stage 2,” 6.
? The KS3 Toolkit, which is geared more towards design and technology, contains a similar statement: “From the
production of the TARDIS to the evolutionary design of the deadly Daleks, the TV show and the Doctor Who Expe-
rience provide a wealth of inspiring stimulus to bring Design and Technology to life” — “Key Stage 3,” 1.

274 “Key Stage 2,” 1.

273 Forde, 65.
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The Arcades Project, the flaneur is drawn from Charles Baudelaire’s poetry and centers on the idea of

shoppers as “cultural grazers” who, as Forde states, “[saunter] through the city, surveying all there is to

7276

“ue

see However, Forde proposes that “‘shoppers’ who visit the Experience are not deemed to be idly

strolling so much as carrying bags and consuming: these are modern day shoppers for whom it is a lei-

"2’ Therefore, the concept of shopping, in this instance, epitomizes the themed

sure activity to buy.
space exhibit visitor, who seeks out the opportunity to experience these texts in a bodily sense while at
the same time contributing to the expansive influence of that exhibit’s franchise.

Whenever “shopping” or consumerism is discussed in tandem with education, questions always
arise over potentially branding education. David Croteau and William Hoynes argue in The Business of
Media: Corporate Media and Public Interest that media companies expand brand names and public con-
sumption through cross-promotion product synergy®’® and integrated media strategies.”” If a particular
brand (or franchise) is “associated with a quality or image that the consumer likes,” the consumer tends
to “choose the branded version of a traditional product or to try a new product from the same brand
name.”*®° Popular culture exhibitions effectively do this, indicating that themed space exhibits do brand
education. This is not really distinct for museums alone, as franchises like Disney have produced books
teaching children how to learn the alphabet, count, and other essential activities for years. As was dis-
cussed in this study’s introduction, Naomi Klein argues in No Logo, the presence of brands and popular
franchises such as Disney in schools leads to the possibility of society losing what she refers to as the

7281

“unbranded space.””"" In these instances, the talismanic appeal of branded products fetishizes them as

276 Forde, 65.

Forde, 65.

David Croteau and William Hoynes, The Business of Media: Corporate Media and the Public Interest, (Thousand
Oaks: Pine Forge Press, 2001), 116

?” 109-110.

Croteau and Hoynes, 119.

Naomi Klein, No Logo: 10" Anniversary Edition, (New York: Picador, 2009), 105.
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distinctively separate from non-branded products which, when integrated into technological augmenta-
tion of the classroom, erases the barriers between advertisements and education.??

While branding education does have some worrisome implications, it also illustrates a desire to
make learning “fun” by blurring the boundaries between work and play, as well as in education and con-
sumer culture. The pedagogical potential in these instances is found by embracing fandom in a post-
museum-style approach towards visitor-assignment meaning and interpretation. The Doctor Who Expe-
rience, and other examples within the franchise, take this approach. The Doctor Who Adventure Games,
which were released online for free in the UK between 2010 and 2011, featured educational compo-
nents such as historical and scientific facts, puzzle solving, and pattern recognition, in addition to Doctor
Who history to further the brand. An interesting aspect of the final adventure, titled The Gunpowder
Plot, is that extensive Educator’s Guides were produced to incorporate it into classrooms of students
that range from 5 to 14 years of age.

The Gunpowder Plot, which is the longest game in the series, sends the player back in time to
November, 1605 where the Eleventh Doctor and his companions Amy and Rory become witness to Guy
Fawkes’ infamous attempt to assassinate King James | by blowing up the House of Lords. This game
combines introduces the Doctor and his companions to Fawkes and other historic figures, and teaches
them about the politics leading up to the event. Additionally, interacting with the game environment
provides information about what life was like during this era. However, the game is not a completely
faithful recreation of the events of November 5, 1605 as there is also a war taking place around London
(in secret) between the alien races the Sontarans and the Rutans. This injection of Doctor Who “flavor”
into the historical mix helps reassert the Doctor Who brand as a key element of the game, and provides

a contrast to the historically-oriented educational components.

%82 Klein, 144; 88.
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The Teachers’ Resource Pack is divided into 4 main subsections which focus on the era’s history:
the facts behind the Gunpowder Plot itself, childhood during Jacobian times, life in London during 1605,

28 Each subsection has three “teaching approaches” available

and a section on crime and punishment.
that are aimed at different age groups. The first approach is called “the Doctor’s Detectives,” which is
aimed at 5-7 year olds where students “create art and written work to present their learning in an at-

7284 | ike the Experience’s Educator’s Guide, “the Doctor’s Detectives” em-

tractive and interesting way.
phasizes the visualization of learning goals. The next two approaches — titled “Deep Cover Time Agents”
(ages 7-11) and “TARDIS Media Team” (ages 10-14) — combine artistic creation with roleplaying scenari-
os that extend the game space into the physical world. In the “Deep Cover Time Agents” the students
are “sent on undercover fact-finding missions by the Doctor” as they travel back in time to 1605.%%> Simi-
larly, the “TARDIS Media Team” sends students back in time to 1605 where they “use modern journal-
istic style” to report on the Gunpowder Plot as it happens.”® Roleplaying in these educational scenarios
provides students with the ultimate return to child-like play where they get to pretend while learning.
As the next chapter on Star Wars Identities: The Exhibition explores into in more detail, role-play exten-
sions of the game space into the physical realm encourages total immersion — both bodily and mentally
—in a fictional text. In such instances, the student’s imagination is given free rein when engaging with
the lessons, and work and play become inseparably intertwined.

Roleplaying also is a key component of the fifth and final subsection titled “Curious Curators of

the Delirium Archive,” which focuses on Jacobian life and is of particular note to this study. One of the

activities that the Guide outlines is for students to design their own themed-space exhibition titled the

?8 “Doctor Who — The Adventure Games,” BBC.co.uk, (October 20, 2014),
http://www.bbc.co.uk/schools/teachers/doctorwho_adventuregame/

284 “Introduction,” Doctor Who Adventure Games: The Gunpowder Plot — Teachers’ Resource Pack,” BBC.co.uk
(2011): 3. - http://downloads.bbc.co.uk/schools/teachers/doctorwho _adventuregame/gpp overview layout.pdf

28 “Introduction, Doctor Who Adventure Games,” 3.

286 “Introduction, Doctor Who Adventure Games,” 3.
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“TARDIS History Room.” While the Guide does not specifically identify it as a “themed-space exhibition”
by name, the activity is for students to design a room inside of the TARDIS that stores and exhibits ob-

287

jects from the Doctor’s visit to London in 1605.”" The students are instructed to think about how the

artifacts should be grouped and presented, what information they can find out about them, and con-

7288

template “what features...a History Room in the TARDIS [would] require.”“** The Gunpowder Plot, which
won the 2012 BAFTA Cymru Award in the Digital Creativity & Games category,”® and the Doctor Who

Experience illustrate how themed space exhibitions can be integrated into the classroom as a means of

inspiring students to learn.

2.6 Conclusion

Doctor Who and museum exhibitions are historically and contemporaneously linked. While not
all of these exhibits featured educational components, utilizing Doctor Who as a means of teaching chil-
dren was a major component of the program’s conception. Although the program itself evolved into
primarily one that entertains its audience, incorporating educational components into its ancillary mate-
rials is a way to further increase interest in the brand while also returning to Sydney Newman’s original
intent for the series. Bodily immersive themed space exhibits, and learning in a fun, playful way, is an
important part of this connection. By embracing fandom in the themed exhibition space, the post-
museum’s pedagogical potential grows exponentially as visitors are able to bring their own past experi-
ence with the text into the museum. While the Doctor Who Experience, the current Doctor Who exhibi-
tion, fails to reach its full educative potential within the post-museum model, its extension of previous

Doctor Who exhibits and accompanying educational program indicates that future exhibitions can pick

287 «Curious Curators of the Delerium,” Doctor Who — The Adventure Games: The Gunpowder Plot, BBC.co.uk

(2011), 8.

288 “The Gunpowder Plot,” 8.

The Doctor Who Team, “BAFTA Success for Doctor Who: The Gunpowder Plot,” BBC.co.uk, (October 1, 2012),
http://www.bbc.co.uk/blogs/doctorwho/articles/BAFTA-Success-for-Doctor-Who-The-Gunpowder-Plot. Accessed
October 20, 2013.
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up where this incarnation leaves off. The secret to blending these elements together is maintaining a
sense of play within the space. This chapter proposes that this relationship should continue to be ex-
plored further, with future exhibitions expanding on the educational content of previous attempts and
incorporate approaches that were implemented into other areas within the franchise like the Adventure
Games.

As the next chapter on Star Wars Identities explores, the act of playing a game and interacting
with these exhibitions are becoming experiences with significant overlap, and the connection between
“work” and “play” becomes harder to distinguish. Pop-cultural texts like Doctor Who are parts of our
lives, and while embracing them in the classroom and museums does push towards the notion that edu-
cation is becoming a branded commodity, it should be recognized that this can also be a useful tool to
encourage students and make learning exciting. As Doctor Who has the entirety of space and time for its
stories, the possibilities are limitless, with new educational adventures eagerly waiting to be brought to

life in the world around us.

3  ROLEPLAYING AND HUMAN DEVELOPMENT: STAR WARS IDENTITIES, ALBERTA’S EDUCATION

SYSTEM, AND THE INTERPRETIVE POTENTIAL OF PLAY

3.1 Introduction: Roleplaying and Assigned Identity as Pedagogy
Roleplaying in the museum is an established technique utilized throughout the world.** Visitors

“step into the shoes” of specific individuals to help them identify with that person and, frequently, a

2% A curatorial technique known as “living history” is utilized at historic sites in many countries. In these instances,
special educators dress in period costumes and take on roles of actual people (such as Louisa May Alcott at the
Orchard House in Concord, MA.) or hypothetical people who are an amalgamation of various historic accounts of
the era. In some instances, like Colonial Williamsburg, visitors can participate in activities that were a part of eve-
ryday life in Colonial America and, in the process, imagine what it was like to live in that period of American histo-
ry. Similarly, the Canadian Museum of History in Quebec hosts a “live interpretation” program called “Come Dine
With Us,” where attendees learn about early 20" century social class structure and etiquette through fine dining
(http://www.historymuseum.ca/event/live-interpretation-come-dine-with-us/). Cardiff Castle in Cardiff, Wales

offers visitors the opportunity to try on replica armor and wield replica weaponry to experience what it was like to


http://www.historymuseum.ca/event/live-interpretation-come-dine-with-us/
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larger group of people. This often serves an important pedagogical function within the museum that
aids the educational goals of the institution. The most powerful example is seen at the United States
Memorial Holocaust Museum in Washington D.C., which distributes identification cards to every person
who visits their permanent collection.”* These cards assign each visitor a different identity — one taken
from the museum’s records of real-life individuals who were wrongfully imprisoned and/or persecuted
by the Nazis during the 1930s and 40s. The Museum’s website states that each card is divided into four
sections: one containing biographical information on the individual; a section on their experiences be-
tween 1933 and 1939 (the years leading up to WWII); a description of their experiences during the war;
and finally what happened to these individuals at the war’s end, drawing specifically on whether or not

292 Not all of the identification cards feature victims that endured

they survived the horrors of the era.
the horrors of the concentration camps,**® but all of their lives were changed forever by the Nazi atroci-
ties. Each visitor proceeds through these sections of their assigned identity as they progress through the
permanent exhibit, where connections are made between that historical individual’s life during each
part of the era. The cards are available in three categories — Children, Women, and Men — to help visi-
tors relate to their assigned identity. As they move through the exhibition, they encounter artifacts from

this horrific period in human history, including experiential environments like one of the box cars that

were used to transport the Nazi’s victims to concentration camps. Although | visited the Holocaust Me-

be a soldier going into battle during Medieval times. What makes the United States Memorial Holocaust Museum
unique is that visitors are given a specific identity going into the permanent collection that connects them to an
actual victim of the holocaust.

291 «|dentification Cards.” United States Holocaust Memorial Museum, http://www.ushmm.org/remember/id-cards

%2 «|dentification Cards.”

% For example, Jermie Adler (Born March 21, 1902) was a Hungarian-born Jew who lived in Liege, Belgium with his
wife and children when the Nazis came to power. When the Nazis invaded Belgium, Adler and his family were able
to escape imprisonment in 1942 with the help of some Catholic friends who secured them false ID papers. Adler
and his family rented a house in a nearby village, and in 1944 he was hospitalized after falling ill and his wife and
children were captured. At the end of the war he discovered that all of his family, save his eldest daughter, had
died. — “Jermie Adler,” United States Holocaust Memorial Museum,
http://www.ushmm.org/wlc/en/idcard.php?Moduleld=10006513.
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morial Museum when | was very young, | still remember the indescribable sorrow, unease, and nausea
that overcame me as | stood in that box car and thought about all of the innocent souls who were forced
to pass through its doors. Knowing the identity of an individual who experienced this (via the identity |
was assigned) only intensified these feelings, and reinforced the notion that this type of tragedy could
happen to anyone. Experiencing the Holocaust through the lives of specific individuals affected by it is
an incomparable experience that personalizes the horrors of the era in a way that no other curatorial
method can.

The utilization of roleplaying as a pedagogical tool also has its uses in exhibitions on popular cul-
ture, albeit often wrapped up with corporate branding. The impact of roleplaying in these instances is
not intended to affect visitors in the same way that a real life tragedy like the Holocaust does, which was
an incomparable horror that will haunt mankind for all time. But understanding how we relate to specif-
ic situations through self-identification in pedagogical scenarios within the museum space is a task that,
when used in other contexts like the popular culture themed space exhibition, becomes a valuable ap-
proach for museum educators. Whereas historical events like the Holocaust helps us understand and
learn from the past, science fiction lets us consider the future — particularly in relation to technology. In
our current era where genetic modification, cloning, and similar controversial scientific advances are
continually debated and discussed, science fiction texts like Star Wars provide readily accessible fictional
worlds where these concepts can be explored.

This chapter explores the use of roleplaying in Star Wars Identities: The Exhibition (2012-
Present). As of early 2015, Identities is the most recent touring Star Wars exhibition, and utilizes
roleplaying as a major immersive component in its pedagogical goals. Focusing on various facets that
influence a person’s identity (species, genetics, parenting style, culture, mentors, friends, major life
events, occupation, personality, and values), the curated structure of I/dentities requires visitors to en-

gage in roleplaying within a physical space. This experience draws parallels between the lives of charac-
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ters within the Star Wars universe and their own, bringing with it a new understanding of how we all
became who we are and a new perspective on the construction of iconic fictional characters. Identities
uses Star Wars as a means of exploring the social sciences and human development, drawing upon the
practices of museum visiting, playing role-playing video games, and live action role-playing (LARPing).
Embodying other people or characters is a key element in childhood play, providing an outlet for chil-
dren to imagine themselves living out realistic and unrealistic scenarios.

Within the exhibit, most of the Star Wars-related role-play content (species, planets, etc.) are
not fully explained and, consequently, visitors who are unfamiliar with the minute intricacies of the Star
Wars mythology make many of their choices based on their own personal preferences (the way a spe-
cies looks, a preferred climate of a planet, etc.). Those that are familiar with Star Wars have the option
(if they so choose) to make their choices based on their previous experiences with this galaxy located
far, far away. The roleplaying component in Star Wars Identities embraces the notions of visitor inter-
pretation and personally-assigned meanings that are at the very heart of Eilean Hooper-Greenhill’s post-
museum.”®* In Museums and the Interpretation of Visual Culture, Hooper-Greenhill states that “learners
need to interact in meaningful ways with new information before it can become part of their repertoire

7295

of knowledge.”*” Furthermore, Hooper-Greenhill argues that educators need to recognize that “the ne-

gotiation of what counts as meaningful to learners is critical in the provision of helpful learning envi-

ronments.”*%

As was the case with the Doctor Who exhibitions discussed in Chapter 2, fandom plays an
important role in how a visitor interacts with, and assigns meaning to, the materials in the post-
museum. In this exhibition, play is found not only through bodily immersion but also through identity

experimentation. Incorporating this component of play into the museum setting provides an environ-

ment where visitors are able to identify with the pedagogical aims of the exhibition on a personal level.

2% See this dissertation’s introduction and chapter 2 for a more detailed discussion of the post-museum.

> Eilean Hooper-Greenhill, Museums and the Interpretation of Visual Culture, (London: Routledge, 2000), 7.

296 Hooper-Greenhill, 7.



93

This chapter examines Star Wars Identities: The Exhibition through each of these parallel lenses
and how they are utilized in the expansive educational materials produced to connect the exhibition to
Alberta’s [K-12 Wellness] and Career and Life Management (CALM) curricula. These educational materi-
als are subsequently made accessible by encouraging students to play in the exhibition space and in the
classroom. As was discussed in this study’s introduction, Deborah L. Perry’s “What Makes Learning Fun”
(WMLF) model highlights “play” as one of the key motivations for making learning “fun” in museums.
The WMLF model explores the intrinsic and extrinsic motivations that make learning in a museum envi-

ronment fun.?®’

This involves studying six key motivations: communication, curiosity, confidence, chal-
lenge, control, and play.?®® Due to the direct link between childhood play, world/character build-
ing/identity experimentation, and Star Wars Identities, this chapter focuses primarily on “play.” Perry
laments the fact that play “is often neglected — or, alternatively, given only cursory attention —in much
of the non-children’s museum exhibit-development process.”** Instead, Perry argues that “play in this
context can — and should — be thought of quite broadly to include any of a variety of types of experienc-
es, for adults and children and everyone in between, that include a sense of playfulness, even if it's only
in one’s mind.”*® By embracing play and a feeling of playfulness, exhibitions like Star Wars Identities
make learning fun by encouraging visitors of all ages to embrace their creativity. That creative playful-
ness is linked directly to the space’s pedagogical goals. As this chapter’s title suggests, the roleplaying
game is a key link between this example’s exhibition space, educational content, and entertainment. On
a more basic level, you literally can’t have “roleplaying” without the word “play.” In this instance, em-

bracing the fiction of Star Wars by playing as a new character within that universe is key to the exhibi-

tion’s educational components, both within the museum space and within the classroom. However, the

7 Deborah L. Perry, What makes learning fun?: principles for the design of intrinsically motivating museum exhib-
its, (Plymouth: AltaMira Press, 2012), 64.

*% perry, 66-68.
299 Perry, 68.

3% parry, 170-171.
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act of creating a character within the exhibition space results in inevitable tension between public ser-
vice and for-profit goals. As was seen in Chapter 2’s discussion of the Doctor Who Experience and public
and for-profit institutions, the continual pull between these two frequently competing institutions re-
sults in a re-contextualization of these visitor-made characters within the realm of childhood play.

To illustrate these points, this chapter discusses select interactive stations in Star Wars Identi-
ties: The Exhibition as they appeared in November, 2012 during my visit to the Telus World of Science in
Edmonton, Alberta. There are ten interactive stations in the exhibit (Species, Genes, Parenting, Culture,
Mentors, Friends, Marking Events, Occupations, Personality, and Values). | have selected six to focus on:
Species, Genes, Culture, Marking Events, Occupations, and Personality.>** This selection provides a
glimpse at key moments within the exhibition and that pedagogical material is tied into both identity
play and the supplementary educational materials. Also, this selection highlights several moments
where for alternative readings concerning identity within the exhibition space, or draw parallels to other
fan-activities that highlight play. Drawing attention to these moments brings moments where visitors
might insert their own views or experiences into the process, thereby altering or augmenting the exhibi-
tion on a personal level. Exploring how identity experimentation ties into localized educational programs
through the lens of the post-museum provides a glimpse at not only some of the core beliefs and ideals
that the population of that region hold dear, but also at how the post-museum operates culturally in
traveling form. While the Doctor Who Experience and the Ghibli Museum discussed in chapters 2 and 3
are permanent installations, this is rarely the case. More frequently themed space exhibitions are de-
signed to travel and are updated and changed as they move from one region to another. Therefore, a
detailed glimpse into the exhibit space, and how that space is utilized by local educators, presents schol-
ars with a unique opportunity to examine how the post-museum model operates on national and re-

gional levels. The educational supplements created by Telus World of Science were designed for contin-

%! The other four stations — Parenting, Mentors, Friends, and Values — are discussed in this study’s Appendix.
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ued use after Identities’ time in Edmonton. Consequently, materials from both the Alberta-oriented and
general educational content in each of the six selected sections is discussed in this chapter to present a
more rounded view of how the traveling themed space exhibition operates in conjunction with the post-
museum’s approach towards visitor learning.

In contrast to the Doctor Who Experience which, as was discussed in Chapter 2, contained little
by the way of curated educational content within the exhibition space itself and instead relied more on
visitor interpretation of the materials displayed, Star Wars Identities continually presents visitors with
information that ties the themed content into a larger discussion of the exhibition’s overall concept of
identity construction. Specifically, whereas the Key Stage 2 and 3 Toolkits in the Doctor Who Experience
insert educational content into a minimally curated exhibition space, Star Wars Identities further en-
hances its in-exhibit pedagogical concepts with additional information and activities. While the exhibi-
tion designers endeavor to convey multiple views on the various facets of identity throughout the exhi-
bition, and thereby embrace the post-museum’s emphasis on avoiding singular points of view for visi-
tors to consider whenever possible,** there are a number of areas where identity construction — and
representation — are underdeveloped. Highlighting these limitations is important for two reasons: 1) it
illustrates just how difficult it is to reduce identity to a series of pre-determined characteristics within an
exhibition space; and 2) it identifies potential counter or competing-readings to the curated text, and
therefore audience interpretation makes each experience unique. Both of these encourage additional

conversation within and outside of the exhibit space — a conversation that is started by roleplaying.’®

302

“

Hooper-Greenhill discusses how many museums that feature “‘ethnographic’ collections’ are starting to “be-
come sensitive to multiple histories, to competing or complimentary narratives and to the subjectivities of their
audience” (Hooper-Greenhill, 8). Acknowledging these alternative readings helps expand the accessibility of the
exhibition, and create a more pedagogically diver