A ordances, Appropriation and Experience
In Museum Exhibitions:
Visitors (Eye) Movement Patterns
and the In uence of Digital Guides

Dissertation
zur Erlangung des Doktorgrades
an der Philosophischen Fakultat
der Universitéat zu Koln
Im Fach Ethnologie

vorgelegt von Kira Eghbal-Azar aus
Schwabisch-Gmiind

Koln, im Oktober 2016



1. Erster Referent: Prof. Dr. Thomas Widlok

2. Zweiter Referent: Prof. Dr. Klaus Schneider

3. Dritter Referent: Prof. Dr. Stephan Schwan

Datum der m ndlichen Pr fung: 11.01.2017



Acknowledgements

This dissertation Affordances, Appropriation and Experience in Museum Exhibitions:
Visitors (Eye) Movement Patterns and the Influence of Digital Guides emerged from the
research project Wissen & Museum: Archiv Exponat Evidenz (Knowledge & Museum:
Archive Exhibit Evidence ; from 2009 until 2012) that was devel oped between the Institute
for Empirical Studies and the Institute for Art History at the University of Tuebingen, the
German Literature Archive (Deutsches Literaturarchiv, DLA) in Marbach with its affiliated
museums and the Knowledge Media Research Centre (KMRC) Tuebingen, which is an extra-
faculty research institute that is part of the Leibniz Association. First, | would like to thank the
German Federal Ministry of Education and Research (BMBF; funding number 01UB0909)
for funding this research from 2009 until 2012 and the University of Cologne for funding this

research with are-entry program position after my maternity leave in 2015.

This dissertation would never have been possible without the support of many people. | thank
the curator Ingrid Heermann and the Linden-Museum in Stuttgart as well as the head of the
literature museums Heike Gfrereis and the Deutsches Literaturarchiv Marbach a. N. who both
opened their exhibitions for my visitor research. Furthermore | am thankful to Martin Otto-
H rbrand from the Linden-Museum for providing me with all of the information and help |

asked for during the entire research process. Big thanks are also owed to Tonwelt, the audio
guide company that shared their text and audio files of the South Sea Oases. Life and
Survival in the Western Pacific exhibition and gave their permission to reprint it in this
thesis. | deeply thank Andreas Sobotka from the DLA who was responsible for the
multimedia museum guide (M3) and its content management (CMS) system. He introduced
me into the CMS of the M3 and provided the CMS data. | am also grateful to Melanie
Waldheim for kindly permitting me to quote her research results about the visitors of the

Museum of Modern Literature in Marbach a. N. in my thesis.

Furthermore | would like to thank the KMRC for providing and purchasing mobile eye
trackers for use in the field. Many thanks aso go to the IT-Support Team of the KMRC in
Tuebingen for their support throughout the research process. Furthermore | am grateful for all
the students who assisted me during this research project, including Linda Greci, Marie-Luise
Saile, Julia Bahnm ller, and Noreen Eberle, who all did great jobs transcribing, collecting
data and supporting parts of the dataanalysis.



| am aso thankful to Professor Thomas Widlok for his pragmatic advice and vauable
comments and support during the whole process. Many thanks go to Professor Klaus
Schneider for his openness to visitor studies and for his useful comments on the draft. | would
like to thank Professor Stephan Schwan who was a so my boss at the Knowledge Media
Research Centre from 2009-2012 for his openness t 0 anthropologica theory and methods

and his useful comments and support during the whole process.

| also thank the project partners at the University of Tuebingen, especialy Professor Thomas
Thiemeyer, our project leader, for bringing together scientists from various disciplines
productively together and supporting me. The professors Anke te Heesen, Bernhard Tschofen
and especially Barbara Lange are much appreciated for their interest in and comments on my
research, as are my colleagues Y vonne Schweizer and Felicitas Hartmann for their interest in
my work, their valuable comments and their supporting colleagueship. Additional colleagues
at the KMRC provided their help include Daniela Bauer, Kristin Knipfer, Karsten Krauskopf,
Tim K hl and Daniel Wessel. Big thanks go to each o f them.

Thanks also go to Emma Steinbach who proofread my translations of German original
exhibition texts and digital guide texts into English as well as Lindsay Springer and Daina

Crafafor proof reading thisthesis.

| am also very grateful to the museum visitors who participated in my research and shared
their exhibition experience and appropriation with me. They provided the basis for this

research, and this thesis would not have been possible without them.

| definitely do not take all the help and support for granted. Without it this thesis would not be
possible. So thank you all!

In the end, a persona note:

While being pregnant with my PhD thesis | adopted my human child, a cute little baby boy.
Being a scientist and a mom at the same time was the greatest adventure ever. Besides being
grateful for all the support | got for my PhD thesis from so many people, | want to thank my
husband and my son for their love and support! | especialy thank my husband for his IT
support. | aso thank him and my son for waiting for me and being proud that mom is writing
five books. | dedicate this thesis to my lovely husband and my lovely son. Thanks for the

joint adventurous journey!



Table of Contents

List of Figures iX
List of Tables XViii
List of Acronyms XX
Prologue XXI
Abstract and Thesis Outline XXiii

1. Introduction: Behaviour of Museum Visitors and Methodsin Visitor Studies

and Socio-Cultural Anthropology 1
1.1. Visitor Studiesin Socio-Cultural Anthropology?! 1
1.2. Main Methodsin Visitor Studies and Socio-Cultural Anthropology 4
1.3. (Mobile Eye) Tracking Studies 5
1.4. Museum Visitors Movement Behaviour 10
1.5. Digital Guidesin Museum Exhibitions 14
1.6. Research Questions, Aims, Applied Methods and Outline 17
2. Affordances, Appropriation and Experiencein Museum Exhibitions 21
2.1. Affordances in Museum Exhibitions 21
2.2. Appropriation in Museum Exhibitions 26
2.3. Experience in Museum Exhibitions 31
2.4. Museum Exhibitions 37
2.4.1. Museums and Museum Exhibitions 37
2.4.2. Ethnographic and Historico-Cultura Literature Museums 39
Ethnographic museums (displaying Oceania in Germany) 39
Historico-cultural museums and the special case of literature
museums (in Ger many) 42
2.5. Conclusion 43

3. The Two Museum Exhibitions: Research at the Linden-Museum in Stuttgart
and the Museum of Modern Literaturein Marbach a. N. 45
3.1. The Temporary Specia Exhibition South Sea Oases: Life and Survival
in the Western Pacific and its Audio Guide at the Linden-Museum in Stuttgart 45

3.1.1. General Description 46
The Background 46
The History 46
The Museum 48

The Exhibition 51



The Digital Guide: an Audio-Guide
The Visitors
3.1.2. TheFour Selected Sections
Section 1: The Men s House Model from Palau
Section 2: The Original Outrigger Fishing Canoe from Yap
Section 3: The Homogenous Display Cabinet
Section 4: The Heterogeneous Display Cabinet

3.2. The Permanent Exhibition nexus and its Multimedia Museum Guide M3

at the Museum of Modern Literature (LiMo) in Marbach a. N.
The Background
The History
The Museum
The Exhibition
The Digital Guide: the Multimedia Museum Guide (M3)
The Visitors
3.3. Comments on the Comparability of the Two Exhibitions

Moabile Eye Tracking and Cued Retrospective Reporting Part One:

The Results of the First Visitor Study at the Linden-Museum
4.1. The Mobile Eye Tracking Field Study at the Linden-Museum
4.1.1. Preparation
4.1.2. Participating Visitors
4.1.3. Procedure
4.1.4. Anaysis
4.2. General Description of Movement Patterns
4.2.1. Genera Definition of Movement Patterns
4.2.2. Description of Particular Movement Patterns

4.2.3. Fregquencies of Movement Patterns

Comparison of (Eye) Movement Patterns Frequencies across All Four

Sections
Comparison of Total Numbers between the Sections

Comparison of Total Numbers between Expertsand Novices

Exemplary Detailed Comparison between Experts and Novices at

Section 3 The Homogenous Display Cabinet
4.3. Cued Retrospective Reporting

66
68
69
70
72
73
74

75
75
76
77
79

87
87

89
91
91
91
93
94
96
96
98
109

110
115
116

117
118



4.4. Individual Movement Patterns and Cognitive Processes:

A Comparison between One Expert and One Novice at Each Section

4.4.1.
4.4.2.
4.4.3.
4.4.4.

Section 1: The Men s House Model from Palau

Section 2: The Original Outrigger Fishing Canoefrom Y ap
Section 3: The Homogenous Display Cabinet

Section 4: The Heterogeneous Display Cabinet

4.5. Conclusion

. Observed Movement Patterns and Cued Retr ospective Reporting:
The Results of the Second Visitor Study at the Linden-Museum
5.1. The Systematic Observation Study

5.1.1.
5.1.2.

5.1.3.
5.1.4.
5.1.5.

Preparation

The Observer s Point of View at the Four Selected Exhibition Sections
Section 1: The Men s House Model from Palau

Section 2: The Original Outrigger Fishing Canoe from Yap

Section 3: The Homogenous Display Cabinet

Section 4: The Heterogeneous Display Cabinet

Full Sample of Participating Visitors (N = 80)

Procedure

Analysis

5.2. Comparison with the Mobile Eye Tracking Study Results

5.2.1.
5.2.2.

Total Numbers
Individual Movement Patterns

5.3. The Influence of Audio-Guide Usage on the Observed Movement
Patterns

5.3.1.

5.3.2.

Total Numbers of Movement Patterns across All Four

Sectionsin Both Conditions

Comparison between Audio Guide Usage and Non-Usage for Each
Section and Movement Pattern

Section 1: The Men s House Model from Palau

Section 2: The Original Outrigger Fishing Canoe from Yap
Section 3: The Homogenous Display Cabinet

Section 4. The Heterogeneous Display Cabinet

5.4. Cued Retrospective Reporting Interview Sample

54.1.

Interview Sample (N = 16) out of the Full Sample (N = 80)

119
120
122
124
127
132

138
139
139
140
140
141
142
142
143
144
145
145
147
147

150

151

151
154
154
155
156
158
158



5.4.2. Comparison of Total Numbers Regarding the Cued Retrospective
Reporting between Audio Guide Users and Non-Users
5.4.3. Exemplary Examples of Cued Retrospective Reportingwith
and without Audio Guide Usage
Section 1: The Men s House Model from Palau
Section 2: The Original Outrigger Fishing Canoe from Yap
Section 3: The Homogenous Display Cabinet
Section 4: The Heterogeneous Display Cabinet
5.5. Conclusion
Moabile Eye Tracking and Cued Retrospective Reporting Part Two:
The Results of the Visitor Study at theLiMo
6.1. The Field Study at the LiMo
6.1.1. Preparation
6.1.2. Participating Visitors
6.1.3. Procedure
6.1.4. Analysis
6.2. Generaizability of the Movement Patterns
6.3. Exemplary Movement Patterns and Cued Retrospective Reporting of
One Expert and One Novice without M3 Usage
6.4. Exemplary Movement Patterns and Cued Retrospective Reporting of
One Expert and One Novice with M3 Usage
6.5. Conclusion
. Critical Reflection on the Applied Methodsin Visitor Studiesand
in Anthropological Field Research in General
7.1. Potentials and Limitations
7.2. Reactions
7.3. Prospects

. Conclusion

8.1. Fulfilled Aims
8.2. Synopsis of Affordances, Appropriation and Experience in Museum
Exhibitions
8.2.1. Viditors Movement Patterns. The Complete Master List
8.2.2. The Influence of Digital Guides
8.2.3. Summary

160

160
161
163
165
167
169

172
173
173
174
176
178
179

185

203
223

228
228
236
240
244
244

246
248
251
252

Vi



8.3. Design Suggestions 254

8.3.1. Genera Design Suggestions 254
Orientation 254
Presentation Practice 254
Digital Guides 255
Target Audience 256
Saff 256

8.3.2. Specific Design Suggestions - a Selection 256
Window Shopping/Wandering Along 256
Insight 257
Alternating Gaze 257
Changing Per spective 257

8.4. Projections 257

8.4.1. The Future of Digital Guidesin Museum Exhibitions 257

8.4.2. The Future of Mobile Eye Tracking in Visitor Studiesand
Socio-Cultural Anthropology 258

8.4.3. The Future of the New Cognitive Science Approach in Visitor Studies 258

8.4.4. FutureVisitor Studies 259

9. References 260
10. Appendices 273
10.1. The Exhibition and Digital Guide Text 273

10.1.1. The South Sea Oases: Life and Survival in the Western Pacific
Exhibition at the Linden-Museum 274
Introduction 274
Section 1: The Men s House Model from Palau 275
Section 2: The Original Outrigger Fishing Canoe from Yap 277
Section 3: The Homogenous Display Cabinet 280
Section 4: The Heterogeneous Display Cabinet 282

10.1.2. The nexus Exhibition at the Museum of Modern Literature (LiMo) 287
10.2. Single Results of Movement Pattern Frequencies at each Section of the
South Sea Oases: Life and Survival in the Western Pacific Exhibition

at the Linden-Museum 288
Section 1: The Men s House Model from Palau 288
Section 2: The Original Outrigger Fishing Canoe from Yap 290

vii



Section 3: The Homogenous Display Cabinet 292

Section 4. The Heterogeneous Display Cabinet 294
10.3. General Results of Cued Retrospective Reporting in the South SeaOases:

Life and Survival in the Western Pacific Exhibition at the Linden-Museum 296
10.4. The Observation Sheet of the Observation Study in the South SeaOases:

Lifeand Surviva in the Western Pacific Exhibition at the Linden-Museum 300
10.5. The Interview Guide of the Observation Study in the South SeaOases.

Lifeand Surviva in the Western Pacific Exhibition at the Linden-Museum 301

viii



List of Figures
Figure 1. Cadlibration of the ASL MobileEye (copyright by Kira Eghbal-Azar)

Figure 2: The ASL MobileEye designed 2004 applied 2010 at the
Linden-Museum in Stuttgart (photograph by Kira Eghbal-Azar with kind
permission of the Linden-Museum in Stuttgart)

Figure 3: The Linden-Museum in Stuttgart at Hegel platz (photograph by Kira
Eghbal -Azar with kind permission from the Linden-Museum in Stuttgart)

Figure 4: View from the entrance into the South Sea Oases: Life and Survival
in the Western Pacific exhibition (photograph by K ira Eghbal-Azar

with kind permission from the Linden-Museum in Stuttgart)

Figure 5: Floor plan part 1 of the South Sea Oases: Life and Survival in the
Western Pacific exhibition at the Linden-Museum in Stuttgart (copyright
Kira Eghbal-Azar)

Figure 6: Floor plan part 2 of the South Sea Oases: Life and Survival in the
Western Pacific exhibition at the Linden-Museum in Stuttgart (copyright
Kira Eghbal-Azar)

Figure 7: Floor plan part 3 of the South Sea Oases: Life and Survival in the
Western Pacific exhibition at the Linden-Museum in Stuttgart (copyright
Kira Eghbal-Azar)

Figure 8: Floor plan part 4 of the South Sea Oases: Life and Survival in the
Western Pacific exhibition at the Linden-Museum in Stuttgart (copyright
Kira Eghbal-Azar)

Figure 9: Floor plan part 5 of the South Sea Oases: Life and Survival in the
Western Pacific exhibition at the Linden-Museum in Stuttgart (copyright
Kira Eghbal-Azar)

Figure 10: Floor plan part 6 of the South Sea Oases: Life and Survival in the
Western Pacific exhibition at the Linden-Museum in Stuttgart (copyright
Kira Eghbal-Azar)

Figure 11: Floor plan part 7 of the South Sea Oases: Life and Survival in the
Western Pacific exhibition at the Linden-Museum in Stuttgart (copyright
Kira Eghbal-Azar)

48

51

53

55

56

57

58

59



Figure 12: Floor plan part 8 of the South Sea Oases: Life and Survival in the
Western Pacific exhibition at the Linden-Museum in Stuttgart (copyright
Kira Eghbal-Azar) 60

Figure 13: Floor plan part 9 of the South Sea Oases: Life and Survival in the
Western Pacific exhibition at the Linden-Museum in Stuttgart (copyright
Kira Eghbal-Azar) 61

Figure 14: Floor plan part 10 of the South Sea Oases: Life and Surviva in the
Western Pacific exhibition at the Linden-Museum in Stuttgart (copyright
Kira Eghbal-Azar) 62

Figure 15: Huge map on the wall presenting the islands and atolls of the
Western Pacific: Micronesia (photograph by Kira Eghbal-Azar with

kind permission from the Linden-Museum in Stuttgart) 63

Figure 16: Smaller map on the right of the huge map presenting the compl etely
Pacific region and the migration flows (photograph by Kira Eghbal-Azar

with kind permission from the Linden-Museum in Stuttgart) 64

Figure 17: Example of alabel inthe South Sea Oases: Life and Surviva in the
Western Pacific exhibition (photograph by Kira Egh bal-Azar with kind

permission of the Linden-Museum in Stuttgart) 65

Figure 18: The audio guide at the Linden-Museum in Stuttgart (photograph by
Kira Eghbal-Azar with kind permission from the Linden-Museum in Stuttgart) 66

Figure 19: Section 1: The Men s House Model from Palau (front) (photograph by
Kira Eghbal-Azar with kind permission from the Linden-Museum in Stuttgart) 70

Figure 20: Section 1: The Men s House Model from Palau (back) (photograph by
Kira Eghbal-Azar with kind permission from the Linden-Museum in Stuttgart) 70

Figure 21: Section 1: A Particular Feature of the Men s House Model: the Half Open
Roof (photograph by Kira Eghbal-Azar with kind permission from the
Linden-Museum in Stuttgart) 70

Figure 22: Section 1: Overview of the Men s House M odel and its Text Panel
(photograph by Kira Eghbal-Azar with kind permission from the Linden-Museum
in Stuttgart) 71



Figure 23: Section 2: The life-size outrigger canoe from Y ap with photos and text
panel at the back (photograph by Kira Eghbal-Azar with kind permission from
the Linden-Museum in Stuttgart) 72

Figure 24: Section 2: The life-size outrigger canoe from Y ap from the outrigger side
(photograph by Kira Eghbal-Azar with kind permission from the Linden-Museum
in Stuttgart) 72

Figure 25: Section 3. The Homogenous Display Cabinet (photograph by Kira
Eghbal-Azar with kind permission of the Linden-Museum Stuttgart) 73

Figure 26: Section 4: The Heterogeneous Display Cabinet (photograph by Kira
Eghbal-Azar with kind permission of the Linden-Museum Stuttgart) 74

Figure 27: The Literaturmuseum der Moderne (LiMo) in Marbach a. N.
(photograph by Kira Eghbal-Azar by kind permission of the LiM0) 77

Figure 28: Floor plan of the LiMo (photograph by Kira Eghbal-Azar with kind
permission of the LiMo) 78

Figure 29: Floor plan of the nexus exhibition (no t to scale; Copyright by Kira
Eghbal-Azar with kind permission of the LiMo0) 81

Figure 30: View from the entrance on the four rows of the nexus exhibition
(photograph by Kira Eghbal-Azar with kind permission of the LiM o) 81

Figure 31: The period in the nexus exhibition (ph otograph by Kira Eghbal-Azar
with kind permission of the LiM o) 82

Figure 32: The Multimedia Museum Guides (M 3) (photograph by Kira Eghbal-Azar

with kind permission of the LiM o) 85
Figure 33: Still image 1 - LONG GAZE by expert a8 The Men s House Model from

Palau 120
Figure 34: Still image 2 - WANDERING ALONG by expert a8 The Men s House

Model from Palau 120
Figure 35: Still image 3 - MINOR ORIENTATION GAZE by expert The Mens

House Model from Palau 121
Figure 36: Still image 4 - INSIGHT by noviceat The Men sHouse Model from

Palau 120
Figure 37: Still image 5 - MINOR ORIENTATION GAZE by noviceat The Origina

Ouitrigger Fishing Canoe from Y ap 122

Xi



Figure 38: Still image 6 - OBJECT SCAN Part 1 (from outrigger to canoe) by

noviceat The Origina Outrigger Fishing Canoefrom Y ap 122
Figure 39: Still image 7 - OBJECT SCAN Part 2 (from outrigger to canoe) by

noviceat The Original Outrigger Fishing Canoefrom Y ap 123
Figures 40: Still image 8 - ALTERNATING GAZE Part 1 by expert at The

Homogenous Display Cabinet 124

Figures 41: Still image 9 - ALTERNATING GAZE Part 2 by expert at The
Homogenous Display Cabinet 124

Figures 42: Still image 10 - ALTERNATING GAZE Part 3 by expert a¢ The
Homogenous Display Cabinet 125

Figure 43: Still image 11 - LONG GAZE by expert at The Homogenous Display
Cabinet 125

Figure 44: Still image 12 - ZOOMING CLOSER Part 1 by expert a& The
Homogenous Display Cabinet 126

Figure 45: Still image 13 - ZOOMING CLOSER Part 2 by expert a The
Homogenous Display Cabinet 126

Figure 46: Still image 14 WINDOW SHOPPING by noviceat The Homogenous

Display Cabinet 124
Figure 47: Still image 15 READING TEXT PANEL by e xpert at The Heterogeneous

Display Cabinet 127
Figure48: Still image 16 ALTERNATING GAZE (betwe en combs) Part 1 by

expert at The Heterogeneous Display Cabinet 128
Figure 49: Still image 17 ALTERNATING GAZE (betwe en combs) Part 2 by

expert at The Heterogeneous Display Cabinet 128
Figure 50: Still image 18 CHANGING PERSPECTIVE Part 1 by

expert at The Heterogeneous Display Cabinet 129
Figure 51: Still image 19 CHANGING PERSPECTIVE Part 2 by

expert at The Heterogeneous Display Cabinet 129
Figure 52: Still image20 MINOR ORIENTATION GAZE by expert

at the The Heterogeneous Display Cabinet (jewelle ry) 130
Figure 53: Still image21 BACKWARD GAZE by expert at The Heterogeneous

Display Cabinet 130
Figure 54: Still image22 ALTERNATING GAZE (betwe en label and exhibit)

Part 1 by expert a¢ The Heterogeneous Display Cabi net 131

Figure 55: Still image23 ALTERNATING GAZE (betwe en label and exhibit)
Part 2 by expert a¢ The Heterogeneous Display Cabi net 131

Xii



Figure 56: Still image24 WINDOW SHOPPING by novi ceat The Heterogeneous
Display Cabinet

Figure 57: The observer s point of view at the men s house model from Palau

127

(photograph by Kira Eghbal-Azar with kind permission from the Linden-Museum

in Stuttgart)

Figure 58: The observer s point of view at the original outrigger fishing canoe from
Y ap (photograph by Kira Eghbal-Azar with kind permission from the

Linden-Museum in Stuttgart)

Figure 59: The observer s point of view behind the original outrigger fishing canoe
from Y ap at the text panel and photographs (photograph by Kira Eghbal-Azar

with kind permission from the Linden-Museum in Stuttgart)

Figure 60: The observer s point of view at the homogenous display cabinet
(photograph by Kira Eghbal-Azar with kind permission fromthe

Linden-Museum in Stuttgart)

Figure 61: Thefirst observer s point of view at the heterogeneous display cabinet
(photograph by Kira Eghbal-Azar with kind permission from the
Linden-Museum Stuttgart)

Figure 62: The second observer s point of view at the heterogeneous display
cabinet (photograph by Kira Eghbal-Azar with kind permission from the

Linden-Museum in Stuttgart)

Figure 63: Frontal side of the men s house model from Palau (photograph
by Kira Eghbal-Azar with kind permission from the Linden-Museum in
Stuttgart)

Figure 64: The original outrigger fishing canoe from Y ap from the outrigger side
(photograph by Kira Eghbal-Azar with kind permission from the

Linden-Museum in Stuttgart)

Figure 65: The homogenous display cabinet from further afar (photograph by
Kira Eghbal-Azar with kind permission from the Linden-Museum in Stuttgart)

Figure 66: Further out-cut of the heterogeneous display cabinet (photograph by

Kira Eghbal-Azar with kind permission from the Linden-Museum in Stuttgart)

Figure 67: Calibration of the Locarna PT Mini (photograph by Kira Eghbal-Azar)

140

141

141

142

142

143

161

163

165

167

176

Xiii



Figure 68: The Locarna PT Mini designed and applied in the nexus exhibition
in 2010 (photograph by Kira Eghbal-Azar with kind permission from the LiMo) 176

Figure 69:
Figure 70:
Figure 71:
Figure 72:
Figure 73:
Figure 74:
Figure 75:
Figure 76:
Figure 77:
Figure 78:

Figure 79:

Figure 80:
Figure 81:
Figure 82:
Figure 83:
Figure 84:
Figure 85:
Figure 86:
Figure 87:
Figure 88:
Figure 89:
Figure 90:
Figure 91:

Figure 92:

Still image 1
Still image 2
Still image 3
Still image 4
Still image 5
Still image 6
Still image 7
Still image 8
Still image 9

nexus

nexus

nexus

nexus

nexus

nexus

nexus

nexus

nexus

expert

WINDOW SHOPPING by expert
WINDOW SHOPPING by expert
WINDOW SHOPPING by expert
expert

expert

READING IN EXHIB ITS by expert
LONG GAZE by nov ice

READING IN EXHIB ITS by novice

Still image 10 nexus READING IN EXHI BITS by expert

Still image 11 nexus WINDOW SHOPPING and MINOR
ORIENTATION GAZES by expert

Still image 12
Still image 13
Still image 14
Still image 15
Still image 16
Still image 17
Still image 18
Still image 19
Still image 20
Still image 21
Still image 22
Still image 23
Still image 24

nexus

nexus

nexus

nexus

nexus

nexus

nexus

nexus

nexus

nexus

nexus

nexus

nexus

expert

LONG GAZE by ex pert

READING IN EXHI BITS by novice
novice

LONG GAZE at we apon by novice
READING IN EXHI BITS by expert
READING IN EXHI BITS by novice
expert

expert

MINOR ORIENTATI ON GAZES by expert
WINDOW SHOPPING by expert

expert looksat shelf 5 of adisplay cabinet

expert looksat |ower shelves of adisplay cabinet

187

188

188

189

189

190

191

187

188

192

193

193

194

192

193

193

195

195

196

197

197

198

199

199

Xiv



Figure 93: Still image 25 nexus
Figure 94: Still image 26 nexus
Figure 95: Still image 27 nexus
Figure 96: Still image 28 nexus
Figure 97: Still image 29 nexus
Figure 98: Still image 30 nexus

Figure 99: Still image 31 nexus
the floor plan of the M3

expert
novice views ch ristening robe of Thomas Mann
novicelooksat shelf 5 of adisplay cabinet
noviceviews sh elf 4 of adisplay cabinet
expert startst o activate M3
expert views fl oor plan on M3

expert triesto loginto the nexus menu via

Figure 100: Still image 32 nexus experttriest ologintothe nexus menuvia

the floor plan of the M3 for the second time

Figure 101: Still image 33 nexus expert readss hort information about nexus on

thefloor planinthe M3

Figure 102: Still image 34 nexus expert asksmu seum attendant for help  museum

attendant shows correct log in to the M3 menu

Figure 103: Still image 35 nexus museum attenda nt takes pen from M3 and hands

it to the expert visitor

Figure 104: Still image 36 nexus expertlogsin to nexus menu of the M3

Figure 105: Still image 37 nexus expert quickly

nexus inthe M3

Figure 106: Still image 38 nexus museum attenda nt showslog in at the display

cabinet

Figure 107: Still image 39 nexus museum attenda nt shows expert the position

of the display cabinet numbers

Figure 108: Still image 40 nexus expertlogsin adisplay cabinet for the very first

time

Figure 109: Still image41 nexus M3 nexus men u shows the years displayed

in this display cabinet

Figure 110: Still image 42 nexus expert selects year in M3

reads the introductory text about

200

199

199

200

204

205

205

206

206

207

207

208

208

209

209

210

210

211

XV



Figure 111: Still image 43 nexus

inthe nexus menu

Figure 112: Still image 44 nexus

menu intheM3
Figure 113: Still image 45 nexus

Figure 114: Still image 46 nexus

expert struggl eswith selecting the right shelf

novice perceiv eslogin signto the nexus

novicelogsin tothe nexus menu of the M3

novicereadsi ntroductory information about

the nexus exhibitioninthe M3

Figure 115: Still image 47 nexus
Figure 116: Still image 48 nexus

Figure 117: Still image 49 nexus
inthe M3

Figure 118: Still image 50 nexus

Figure 119: Still image 51 nexus
inthe M3

Figure 120: Still image 52 nexus

novice presses the screen of the M3
novice selects audio guide tourin M3

novicereadsi ntroduction to audio guide tour

novice starts audio guide tour

novicereadsi nformation of the audio guide tour

novice perform s WINDOW SHOPPING and

searches for the correct display cabinet on eye level

Figure 121: Still image 53 nexus

cabinet numbers
Figure 122: Still image 54 nexus
Figure 123: Still image 55 nexus

Figure 124 Still image 56 nexus

novicefindst he position of the display

novice searche sfor display cabinet number 35
novicesuses M 3 at display cabinet 35

novicestries to activate awritten exhibit

description at display cabinet 35 in the audio guide tour of the M3

Figure 125: Still image 57 nexus
Figure 126: Still image 58 nexus
Figure 127: Still image 59 nexus

Figure 128: Still image 60 nexus
Glass Beads Game

Figure 129: Still image 61 nexus

noviceviewse xhibit
noviceisREAD INGTHE M3
novice perform sWINDOW SHOPPING

expert views H esse s manuscript The

expert searche sfor information inthe M3

211

204

205

205

206

206

207

207

208

208

209

209

210

210

211

211

212

214

215

XVi



Figure 130: Still image 62 nexus expert searche sfor the code (Iabel with year
and author name)

Figure 131: Still image 63 nexus expertiSREAD ING THE M3 about Hesse s

manuscript pages

215

216

Figure 132: Still image 64 nexus expert viewsH esse s manuscript pages once again 217

Figure 133: Still image 65 nexus expertiSREAD ING THE M3 about Hesse s

manuscript once again
Figure 134: Still image 66 nexus expertiSREAD INGIN EXHIBITS

Figure 135: Still image 67 nexus expert searche sfor more information about
the note of Hilde Domin inthe M3

Figure 136: Still image 68 nexus expertsisREA DINGTHE M3
Figure 137: Novice visitor about felt vision interferences

Figure 138: Expert visitor entersthe South Sea Oases:. Life and Survival in the
Western Pacific exhibition

Figure 139: The Men s House Model from Palau from a Different Perspective
(photograph by Kira Eghbal-Azar with kind permission from the

Linden-Museum in Stuttgart)

Figure 140: The Original Outrigger Fishing Canoe from Y ap from a Different
Perspective (photograph by Kira Eghbal-Azar with kind permission from the

Linden-Museum in Stuttgart)

Figure 141: The Homogenous Display Cabinet from a Different Perspective
(photograph by Kira Eghbal-Azar with kind permission from the
Linden-Museum in Stuttgart)

Figure 142: A Cut-out of the Heterogeneous Display Cabinet (photograph by
Kira Eghbal-Azar with kind permission from the Linden-Museum in Stuttgart)

217

218

219

219

239

247

288

290

292

294

XVii



List of Tables

Table 1: Temporary specia exhibitions presenting parts of Oceania since the
closing of the permanent exhibition at the Linden-Museum in Stuttgart

Table 2: Sample of the explorative MET field study in the South Sea Oases: Life
and Survival in the Western Pacific exhibition at the Linden-Museum in
Stuttgart

Table 3: Comparison of Movement Patterns Frequencies across All Four Sections
of the South Sea Oases: Life and Survival in the W estern Pacific exhibition
at the Linden-Museum in Stuttgart

Table 4: Total numbers of movement patterns at each section of the South Sea Oases:

Lifeand Surviva in the Western Pacific exhibition at the Linden-Museum in

Stuttgart

Table 5: Total numbers of movement patterns performed by experts and novices
at each section of the South Sea Oases: Life and Survival in the Western

Pacific exhibition at the Linden-Museum in Stuttgart

Table 6: MET Study results Comparison of Movement Patterns Distribution
Section 3 (The Homogenous Display Cabinet) between Experts and Novices
of the South Sea Oases: Life and Survival in the W estern Pacific exhibition
at the Linden-Museum in Stuttgart

Table 7: Total numbers of CRR at each section of the South Sea Oases: Life and
Survival in the Western Pacific exhibition at the Linden-Museumin Stuttgart

Table 8: Audio Guide Take-away and Real Usage in the South Sea Oases: Life and
Survival in the Western Pacific exhibition at the Linden-Museumin Stuttgart

Table 9: Comparison between the MET study and the observation study in the
South Sea Oases: Life and Survival in the Western Pacific exhibition at the

Linden-Museum in Stuttgart

49

92

111

115

116

117

118

144

146

Table 10: Total numbers of movement patterns across all four sections of the South Sea

Oases: Life and Surviva in the Western Pacific ex hibition in both conditions

Table 11: Comparison between audio guide usage and non-usage at each section of the

South Sea Oases: Life and Survival in the Western Pacific exhibition and for

each movement pattern

151

153

XViil



Table 12: Frequency rates of CRR with and without audio guide usage in the
South Sea Oases: Life and Survival in the Western Pacific exhibition at

the Linden-Museum in Stuttgart

Table 13: Sample of the MET study in the nexus ex hibition at the LiMo

160

175

Table 14: Table of Movement Patternsin the nexus exhibition attheLiMo 180-183

Table 15: Dwell time of experts and novices without M3 usage in the nexus
exhibition at the LiMo

Table 16: Dwell time of experts and novices with M3 usage in the nexus
exhibition at the LiMo

Table 17: Complete list of 26 distinct movement patterns

Table 18: MET Study Results Movement Patterns Fre quencies at Section 1
The Men s House Model from Palau inthe South Se aOases: Life and
Survival in the Western Pacific Exhibition at the Linden-Museum in Stuttgart

Table 19: MET Study Section 1 The Men sHouse Mo del from Palau in the
South Sea Oases: Life and Survival in the Western Pacific Exhibition at

the Linden-Museum in Stuttgart Interpretation of Results

Table 20: MET Study Results Movement Patterns Fre quencies at Section 2
The Origina Outrigger Fishing Canoe from Yap in the South Sea Oases:
Lifeand Survival in the Western Pacific Exhibitio n at the Linden-Museum
in Stuttgart

Table21: MET Study Section 2 The Original Outri gger Fishing Canoe from Y ap
inthe South Sea Oases: Life and Survival in the W estern Pacific Exhibition

at the Linden-Museum in Stuttgart Interpretation of Results

Table 22: MET Study Results Movement Patterns Dis tribution Section 3
The Homogenous Display Cabinet inthe South Sea Oases:. Lifeand
Survival in the Western Pacific Exhibition at the Linden-Museum in Stuttgart

Table23: MET Study Section 3 The Homogenous Dis play Cabinet inthe South
Sea Oases: Life and Survival in the Western Pacific Exhibition at the

Linden-Museum in Stuttgart Interpretation of Resu Its

186

203

249

288

289

290

291

292

292-293

XiX



Table 24: MET Study Results Movement Patterns Dis tribution Section 4
The Heterogeneous Display Cabinet inthe South S ea Oases: Life and
Survival in the Western Pacific Exhibition at the Linden-Museumin Stuttgart 294

Table25: MET Study Section 4 The Heterogeneous Display Cabinet inthe
South Sea Oases: Life and Survival in the Western Pacific Exhibition at
the Linden-Museum in Stuttgart Interpretation of Results 294-295

Table 26: Summarized Results and Interpretation of the CRR Content Analysis
( South Sea Oases: Life and Survival in the Western Pacific Exhibition at
the Linden-Museum in Stuttgart) 296-299

List of Acronyms

CRR Cued retrospective reporting

LiMo Literaturmuseum der Moderne (Museum of Modern Literature)
M3 Multimedia museum guide

MET Mobile eye-tracker/mobile eye-tracking

XX



Prologue

Visitor and audience research in museums is a rapidly growing area (Falk & Dierking 2013)
that began with the turn to the visitor (Hooper-G reenhill 2006: 362). Presently visitor
research is becoming increasingly important in academia although it is often not yet
sufficiently considered by exhibition makers when designing exhibitions (Reussner 2010).
Visitor research is conducted by various disciplines, mainly sociology, socio-cultural

anthropology, psychology and educational science.

The visitor research presented in this thesis Affordances, Appropriation and Experience in
Museum Exhibitions: Visitors (Eye) Movement Patter ns and the Influence of Digital Guides
was part of the German interdisciplinary cooperation project Wissen & Museum: Archiv
Exponat Evidenz (Knowledge & Museum: Archive Exhibit Evidence , 2009-2012)
between the Ludwig-Uhland-Institute for Empirical Studies (LUI) and the Institute for Art
History at the University of Tuebingen, the German Literature Archive (Deutsches
Literaturarchiv, DLA) in Marbach a. N. with its affiliated museums and the Knowledge
Media Research Centre (KMRC) Tuebingen, an extra-faculty research institute that is part of
the Leibniz Association. The project was funded by the German Federal Ministry of
Education and Research. It consisted of four sub-projects respectively: Spaces of Literature
conducted by Thomas Thiemeyer and advised by Bernhard Tschofen (LUI); Materials of
Literature conducted by Felicitas Hartmann and advised by Anke te Heesen (LUI);
Iconicity of Literature conducted by Yvonne Schwe izer and advised by Barbara Lange (art
history); and finally Presentation Practice and Evidence Attribution conducted by myself
and advised by Stephan Schwan (KMRC). My subproject integrated socio-cultural
anthropology and psychology.

The goal of this interdisciplinary cooperation project was two-fold. On the one hand the aim
was to gain knowledge about museum transformations, from the archival material to the
exhibit at the German Literature Archive with its affiliated museums. We sought to create an
exhibition and generate knowledge about exhibitions that was newer than each discipline
could provide and that was generalizable to all exhibitions. A second aim was to train
scientific and museum staff at the same time. Each scientific staff member was also a trainee
at the literature museums in Marbach. Hence each one of us was working between different
disciplines and between academia and museums as well.

Thus it was a challenging interdisciplinary project. This project was characterized by the

exchange between the disciplines and by (re)drawing boundaries between all the disciplines
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that are part of so-called museum studies. Each of the staff members as well as the
supervising professors were open to and interested in the knowledge and practice of the other
disciplines.

This project ultimately resulted in the exhibition 1912 Ein Jahr im Archiv (1912 One
Year in the Archive) and the final conference Pr senz ausstellen, erfahren, erforschen
( Presence Exhibiting, Experiencing, Researching ) in 2012. For further information about

the project see http://www.wissen-und-museum.uni-tuebingen.de/.

My tasks included conducting visitor studies in the temporary special South Sea Oases: Life
and Surviva in the Western Pacific exhibition (origina title: S dsee-Oasen: Leben und

berleben im Westpazifik ) at the Linden-Museum in ~ Stuttgart and in the permanent nexus

exhibition at the Museum of Modern Literature (LiMo) in Marbach a. n. This visitor research
sought distinct, recurrent and systematic eye movement patterns in museum exhibitions and
described them on the micro level in order to provide design suggestions for exhibition
makers. Therefore it applied, among other methods, a recent approach in visitor studies:
mobile eye tracking. Additionally it examined the influence of digital guides. Furthermore, as

part of aminor aim, it investigated the differences between experts and novices.

This thesis was developed within the interdisciplinary project Knowledge & Museum with its
openness, interests, aims and challenges. Hence, it will challenge its readers and ask them to
be open and interested in something different from traditional anthropology. It aims to
contribute to the application of new methods both in visitor studies and socio-cultura
anthropology, and to initiate a new cognitive science approach in visitor studies by combining

psychologica and anthropological theories and methods.
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Abstract and Thesis Outline

This thesis Affordances, Appropriation and Experience in Museum Exhibitions: Visitors
(Eye) Movement Patterns and the Influence of Digital Guides emerged of the BMBF-project
Knowledge & Museum. My task within this interdisciplinary project was to conduct visitor
research in the permanent exhibition nexus at the Museum of Modern Literature in Marbach
a. N. This task was complemented and extended by visitor research in the temporary special
exhibition South Sea Oases: Life and Survival in the Western Pacific at the Linden-

Museum in Stuttgart.

Visitors are usually not allowed to physically touch the exhibits in an exhibition but they are
encouraged to touch the exhibits with their gaze instead. They are invited to view exhibits.
They are invited to read |abels and other information panels.

Based on such fundamental principles, the main aims of this project were to gain new
knowledge about visitor eye movement behaviour' and accompanying cognitive processes
surrounding the particular affordances of exhibition design and hence particular appropriation
strategies. To accomplish this, | applied a new method in visitor studiesand socio-cultural
anthropology: mobile eye tracking (MET). Previous visitor movement behaviour research has
mainly been conducted by observation. By using MET, new insights can be gained into the
micro level of visitor movement behaviour. Furthermore using MET alows us to seek the
emic point of view in its very literal sense, which is the anthropological agenda as established
by its founder Malinowski in 1922. The new MET method was combined with cued
retrospective reporting to gain knowledge about the goas of visitors that underlie their
attentional behaviour and thus the meaning of their movements. Thus MET works as a
complementary method. The digital guides that were provided in these two exhibitions an
audio guide and atablet like medium wereinvesti gated in regard to their influence on visitor
movement behaviour. Thus | will provide new insights into the museum experience with and
without digital guides. Furthermore, it was a minor aim to investigate the differences between
experts and novices.

The overarching aim of my research was not a simple evaluation of curatorial messages being
transferred by the exhibits and exhibitions and received by the visitor, although this was the
initial ideain exploring the field. Contrarily | chose to rely on complex basic research about

In the following text | will refer to (eye) movement patterns or (eye) movement behaviour always as movement
patterns or movement behaviour, whereas | imply that the eye is aways included in these movements.
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visitors eye, head and body movement behaviour and their accompanying cognitive

[processes.

Eighteen distinct, recurrent and systematic movement patterns could be identified by applying
MET in the South Sea Oases: Life and Surviva in t he Western Pacific exhibition at the
Linden-Museum in Stuttgart, which could be classified according to their appearances and
possible utilities. These are unique and innovative results, which make evident the fact that
visitors movement behaviours are more complex than just stopping and attending to
particular exhibits. Rather movement behaviours comprise several unconscious movement
patterns that serve the exploration of exhibitions and exhibits in a detailed manner from the
visitors own perspective. The distinctness of these movement patterns was successfully
confirmed firstly, with a completely different method, systematic observation, applied in the
same exhibition and secondly, in a completely different exhibition, the nexus exhibition at

the Museum of Modern Literature in Marbach a. N., again with MET. In sum, after applying
these confirmation methods, 26 movement patterns and sub-patterns were found altogether in
both exhibitions.

Note that the two exhibitions are quite different as the descriptions of them in Chapter 3 will
show. They are different because of their subject matter but aso in many other aspects. Due to
these differences these exhibitions provided a great range of typical exhibition situations,
which led to the identification of this relatively large number of movement patterns (i.e., 26).
Nevertheless the comparability between both MET studies is given because both exhibitions
avoid directing visitors down a single or main pathway. Instead both exhibitions alow
explorative free viewing, which was the requested task of the visitors included in this study in

order to elicit their eye movement patterns.

My research focuses on the influence of exhibitions affordances on visitors eye, head and
body movement behaviours. These affordances are created by the selection of exhibits and
digital guides and their presentation and design. For example, exhibits can be presented
freestanding or in display cabinets. The design of the display cabinets may vary from being
only viewable from the front side to being display cabinets made completely of glass that
even have glass shelves. The presentations and designs of exhibits can be homogenous or
heterogeneous. They can be presented hanging or lying on a shelf or aplatform.

The influence of digital guides like the audio guide at the Linden-Museum in Stuttgart and the
tablet-like guide at the Museum of Modern Literature were examined. The main finding was
that digital guides direct movement patterns and focus attention in a straightforward manner.
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Hence the usage of digital guides leads to more and to broader ranges of different movement
patterns; thus visitors using digital media tend to be more actively engaged visually and
cognitively when visiting museums than visitors who were not using digital guides. The main
difference between audio guides and tablet-like guides is that audio guides allow a dual or
parallel way of appropriation by viewing exhibits and listening to the audio guide at the same
time, whereas tablet-like guides without the audio guide function only allow a successive but

extended way of appropriation shifting between exhibit/exhibition and guide.

Besides the exhibitions affordances and their influence on visitors eye movement
behaviours, investigating the difference between general content experts (socio-cultural
anthropologists and literary scholars/Germanists) and novices was a minor aim; hence visitor
characteristics were not collected and investigated. The comparison between experts and
novices showed that individuals of both groups behave and process similarly when viewing
exhibitions, although experts are more active visitors than novices. These results may reflect
the selection of experts in this study, because they were not experts on the particular
exhibition theme or the material culture that was exhibited. After a final review of the
findings, it can be concluded that differences between visitors are primarily determined by

digital guides rather than by expert status.

The results of this basic research, firstly, demonstrate that visitor movement behaviours are
much more complex than previous visitor research studies have concluded. It provides
evidence that 26 movement patterns including variations are used to view exhibits and
exhibitions in detail from the visitors own perspective, and highly welcomes further research
on these identified movement patterns, especially cross-cultural research. Secondly, this
research will inform the influence of digital guides on visitor movement behaviour. Thirdly,
findings from this research can help inform exhibition makers about exhibition design on a
micro level and suggestions from these findings can be drawn to support use of visitor-centred
exhibition designs. In order to present the benefits of visitor-centred exhibition designs,
anthropologica and psychological theories and methods are combined in a way that creates a
new cognitive science approach to visitor studies. Finally yet importantly this thesis shall
enable visitor researchers and socio-cultural anthropologists to decide whether MET could be

advantageous and applicable for their field research.

The research and relevant background, theoretical terms, and concepts were outlined as

follows:
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Chapter 1 introduces visitor research in genera and in socio-cultura anthropology, its
methods and previous findings about visitor circulation behaviour and use of digital guides, as
well as (my) reasons for conducting visitor research as a socio-cultural anthropologist. This
chapter describes MET as a new method and introduces the research questions and aims in
detail.

Chapter 2 introduces three main important terms and concepts that are helpful to investigate
visitors movement patterns and the influence of digital guides. affordance (Gibson 1979),
appropriation, and museum experience. This chapter looks briefly at museums as a research

areain general, and in particular, ethnographic and literature museums.

Chapter 3 provides a detailed description of the research settings. The South Sea Oases: Life
and Survival in the Western Pacific exhibition and its audio guide at the Linden-Museum in
Stuttgart. The nexus exhibition and its multimedi a museums guide called the M3 at the
Museum of Modern Literature (LiMo) in Marbach a. N., including floor plans, photographs

and original texts of the exhibitions.

Chapter 4 describes the results of the first MET study conducted in the South Sea Oases:
Life and Surviva in the Western Pacific exhibition at the Linden-Museum in Stuttgart.
Eighteen distinct, recurrent and systematic movement patterns are identified and described in
detail. Additionally, this chapter provides the frequencies of the movement patterns at four
selected sections demonstrating the level of frequencies and hence level of affordances
perception (primary, secondary, tertiary and no frequencies). Furthermore it focuses
exemplarily on movement behaviour and accompanying cognitive processes of experts and

novices.

Chapter 5 describes the results of the systematic observation study conducted in the South
Sea Oases: Life and Survival in the Western Pacific exhibition at the Linden-Museum in
Stuttgart at four selected sections. It describes the confirmation of the movement patterns and
the investigation of the audio guide s influence on these patterns. Furthermore this chapter
provides examples of cognitive processes reported by a subset of visitors that were

additionally interviewed directly after they were observed.

Chapter 6 describes the results of the second MET study conducted in the nexus exhibition
at the LiMo. It proves most of the movement patterns identified in the South Sea Oases: Life
and Survival in the Western Pacific exhibition at the Linden-Museum in a completely
different exhibition and thus provides first evidence for possible generalizability of the

research findings. Additionally further movement patterns were identified in the nexus
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exhibition. Furthermore it compares exemplary descriptions of movement behaviour and
accompanying cognitive processes of one expert and one novice who did not use the digital

guide M3 with one expert and one novice who did useit.

Chapter 7 critically reflects on the methods applied in this research by emphasizing their
limitations, potentials, and prospects as well as by describing exemplarily the reactions they
triggered in the social environment of the research, such as in participants, project partners,

colleagues, museum staff and the press.

Finaly, in Chapter 8 the research results will be summarized (Chapter 4-6) and linked to
research results from previous studies (Chapter 1) and the theoretical terms and concepts
(Chapter 2). Based on the specific exhibitions ( South Sea Oases. Life and Surviva in the
Western Pacific and nexus presented in  Chapter 3), | answer the research questions,
provide alist of al 26 identified movement patterns, and discuss which conclusions or design
suggestions can be given. Furthermore, | will anticipate the future of digital guides in
exhibitions, MET in vigitor studies, the new cognitive science approach in visitor studies and

future visitor research.

Please note that small parts of some aspects of this thesis were aready published due to the
expectations of the Knowledge & Museum project. Single aspects of Chapter 1 were already
published by Eghbal-Azar, Merkt, Bahnmueller and Schwan (2016) and Eghba-Azar &
Widlok (2013). Eghba-Azar & Widlok (2013) dealt with parts of the methodological
reflection also covered in Chapter 7 in my expanded discussion concerning the pros and cons
of MET in visitor studies and socia sciences generally. Furthermore this publication
contained single movement patterns discussed at length in Chapter 4 and 6. In addition, parts
of the research procedure, especialy the instruction for the participating visitors in both MET
studies, and a simple version of both MET study sample tables were already included in
Eghbal-Azar & Widlok (2013). Similarly, parts of the nexus exhibition description were

aready published in Eghbal-Azar (2013). These publications aso include the publication of a

few figures mentioned in the respective chapters.
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1. Introduction: Behaviour of Museum Visitorsand Methodsin Visitor Studies and

Socio-Cultural Anthropology

This first chapter will introduce the research aims and relevant visitor research in
anthropology and other disciplines. It will firstly introduce the wider scope of this research
and provide reasons why socio-cultural anthropologists should conduct visitor studies.
Secondly, it will describe the main methods in visitor studies and socio-cultural anthropology
and it will introduce the recent method MET. Thirdly, it will describe how museum visitors
move through exhibitions and how they use digital media. Findly, the first chapter will
describe gaps in knowledge about museum visitors hence what we still need to know about
their movement patterns and their use of digita guides in museum exhibitions by

introducing the research questions, aims and applied methods.

1.1. Visitor Studiesin Socio-Cultural Anthropology?!

Museums are becoming increasingly important due to their increasing number (Fak &
Dierking 2013, Te Heesen 2012) as well as their function as informal learning settings
(Schwan 2015). Thus museum visitor studies are becoming increasingly important as well,
especialy since the turn to the visitor (Hooper- Greenhill 2006: 362). Due to this turn
museums focus more on their visitors. Before this turn museums focused more on their
objects, which raises severa questions. Why should socio-cultural anthropologists conduct
visitor research? Why should visitor research be conducted in a literature museum? Why
should visitor research even be conducted at home in Germany?

The anthropologists Mary Bouquet (2001) and Eric Gable (2010) provide some answers to
these questions. In 2001 Mary Bouquet describes how academic anthropology is recently
interested again in museums. This is demonstrated in the book Academic Anthropology and
the Museum: Back to the Future, which she edited. Bouquet believes the (re-) inv ention of
museum anthropology (Bouquet 2001: 1) started with the academic involvement in post-
colonial museums and the reshaping of ethnographic museums at home . Another reason for
the revival of academic interest in museums is provided by Gable s (2010) argumentation in
his article Ethnografie: Das Museum als Feld (Ethnography: The Museum as Field). He
guotes Laura Naders (1972) that anthropologists need to study up . Usualy and formerly

socio-cultural anthropologists rather studied the underprivileged. This is part of the political
agenda of socio-cultural anthropologists who themselves feel on the edge of their homeland
society. Hence, according to Gable, to study up a Iso includes socio-cultural research in



museums. According to Gable (2010) and Bouquet (2001) this also means studying other

museums besides ethnographic ones, like art and science museums for example.

As | will show in Chapter 2, literature museums like the LiMo work similarly to art museums.
Hence | follow Gable s recommendation to study up by conducting research not only in an
ethnographic museum but also in a German literature museum. However, since | focus on
visitors who are commonly not seen as high-ranking within the museum hierarchy (Gable
2010) and | do not focus on museum work behind the scenes like the anthropologist Sharon
Macdonald (2002) did, my work is still intermingled with that old political agenda of
speaking for the underprivileged.

Of coursg, at this point we have to differentiate between Germany and Anglo-Saxon countries
like Britain, USA and Australia, for example. Whereas in Anglo-Saxon countries visitor
research has a longer tradition and hence a greater amount of visitor studies were conducted
that have a greater impact, visitor research in Germany is still marginalized. Furthermore,
Gable (2010) describes how socio-cultural anthropologists increasingly study museums at
home, which isin my case Germany. Thus | want to briefly illuminate the German context of

my visitor research.

In Germany in 2012, the project Knowledge & Museum presented its results at the conference
Pr senz ausstellen, erfahren, erforschen (Pres ence  Exhibiting, Experiencing,
Researching ) and with the exhibition 1912 EinJ ahr im Archiv (1912 One Year in the
Archive). At the same time the Zeitschrift fr Et hnologie (German Journa of Cultura
Anthropology ) presented reviews of ethnographic exhibitions or exhibitions with
anthropological issues by socio-cultural anthropologists for the very first time. The editor of
the Zeitschrift f r Ethnologie, Markus Schindlbec k, introduced this new section with a
reference to the relevance of such reviews made by experts and marked this with the recent
changes from regional-oriented to issue-oriented exhibitions and from exhibits as main actors
to exhibits as requisites (Schindlbeck 2012: 239-240).

If it is time for exhibition reviews by anthropologists, it should aso be time for
anthropological (museum visitor) research in such exhibitions. If it is time to introduce
reviews of anthropological or ethnographic exhibitions, it should aso be time for introducing
new methods in anthropological (museum visitor) research like MET, too. If there are new
times of presentation in such exhibitions, there are new times of presenting anthropological

research in academy as well asin museums like additional MET video exampleson aDVD.



Anthropological or ethnographic exhibitions are important to the field of anthropological
public relations, especially for novices. It should be the main aim to create such exhibitions
carefully for visitor needs, characteristics, interests and behaviour (of movement and use of
digital guides). Hence it should be the main aim to transform anthropological knowledge of
the world into incorporated knowledge at home in Germany. Like the Linden-Museum (2009)

once mentioned on its website: World tours start at home.

If world tours start at home, then what about anthropologists conducting (museum visitor)
research also at home in Germany? What about those conducting research at home in German
literature museums, or at home in German ethnographic museums? What about the world
beyond Europe?

In 2012 at home in Germany, a new ethnographic museum was planned to open in Berlin: the
Humboldt Forum. The ethnographic museum shall move from Dahlem into the middle of the
city next to the Museumsinsel. The Humboldt-Forum does not want to be a classical
ethnographic museum. It comprises space for and exchange between the academy, the library
and the museum (Humboldtforum 2015). This shows an altered awareness of the potential
impact of ethnographic museums and their messages in Germany.

In 2012 at home in Germany, the municipa ethnographic museum of Cologne, called the
Rautenstrauch-Joest-Museum  Cultures of the World, was awarded with the museum award
of the European Council for their innovative concept and their cross-cultural approach
(personal communication with Klaus Schneider, director of the Rautenstrauch-Joest Museum
on 19" October 2015).

If new ethnographic museums can have an important impact in our society, then new
anthropological (museum visitor) research may certainly have an impact, too. And from the
new anthropological reviews of ethnographic exhibitions to the new ethnographic museums
and innovative research: if the academy is focusing on museums again, then we should also
focus on the museum visitors. Even in cross-cultural studies worldwide we should be doing
this.

This research is situated in this broader context of changes in German museums and German
museum studies as well as my personal interest in making (ethnographic) exhibitions in

Germany more suitable for their visitors.



1.2. Main Methodsin Visitor Studies and Socio-Cultural Anthropology

Currently what are the traditional, mainly applied methods of visitor research and socio-
cultural anthropology? In a German introductory book on methods in anthropological
fieldwork Bettina Beer (2003) characterizes anthropological research as being conducted in a
field and does not perform studies in alaboratory that are conducted by applying purposefully
a variety of quantitative and qualitative methods. Several authors present methods such as
participant and systematic observation, linguistic analyses, different kinds of interviews and
guestionnaires, the extended-case method, cognitive field tests, ethno-demographic methods,
photography, video and documentation. These are probably the most often applied methods in
anthropological research with participant observation established by Malinowski (1922) being
the most famous one among them.

To properly conduct visitor studies we firstly have to distinguish evaluation from research.
Evaluation is conducted for a single institution or project and can be differentiated as front-
end (before producing an exhibition), formative (while in production) and summative (after
the production of an exhibition) evaluation. Whereas research on visitor studies means rather
basic research that provides new transferable insights and generaizable results that are
publicly available (Bitgood & Shettel 1996).

Nevertheless athough one might want to distinguish between research and evaluation, both
approaches apply the same methods (Bitgood & Shettel 1996). These methods comprise
mainly three forms: interviews, questionnaires and observation. These methods can be applied
quantitatively or qualitatively. In their summary of visitor study s methodology, Y aowitz and
Bronnenkant (2009) express the dominant view when they stress that the main method
regarding visitor studies is still observation, no matter how observation data are collected
(e.g., by the paper-and-pencil technique or through videotaping or other tracking
technologies). This principle probably applies to social research more generaly since many
social scientists, especialy anthropologists, who are conducting field research al over the

world continue to apply the paper-and-pencil technique for observation in thefield.

Typicaly, visitors behaviour isinvestigated by timing and tracking studies (Y aowitz and
Bronnenkant 2009). In these studies, trained observers unobtrusively watch visitors make
their way through an exhibition and record which elements they stop at and for how long.
More advanced methods have introduced automatic user tracking, partly combined with
continuous recording of physiological measures such as skin conductance and heart rate in
order to determine the intensity of emotional and cognitive reactions across an exhibition

4



(Tr ndle, Greenwood, Kirchberg & Tschacher 2014). M y research as well as research by
Trndle et a. (2014) demonstrate the current trend of an integrative methodology or multi-

angulation of methods in visitor studies.

The application of these methods in visitor studies shifted from formerly behaviouristic
studies into current constructivist studies acknowledging that visitors are actively engaged in
constructing meaning, hence learning. This approach requires more elaborate research
strategies as well as spending more time and money on research and it gives preference to
social scientists like socio-cultural anthropologists to study museum visitors (Hooper-
Greenhill 2006). Hooper-Greenhill (2006: 374) highlights the work of the socia
anthropologists Macdonald and Katriel as examples of research that is aiming at deep
understanding rather than the improvement of practice. This characterization also describes

my research agenda, which is detailed below.

In sum, museums can act as a novel field of study for anthropological research that seeks the
field instead of the laboratory, pursues deep understanding and engages in long-term research.
Visitor studies can benefit from anthropological approaches, methods and theories just as

anthropology might benefit from having new methods like MET applied to visitor studies.

1.3. (Mobile Eye) Tracking Studies

Yaowitz and Bronnenkant (2009) provide an excellent overview about tracking studies in
museums but they do not mention MET technology. A famous study by Tr ndle et a. (2014)

applied body tracking to investigation the locomotion or circulation of people through a
galery. However their study does not document the exact eye movements. Milekic (2010)
was one of the first authors who claimed that eye- and gaze-tracking technologies have
matured enough to be considered for use in a physical museum/gallery setting and that eye-

tracking technologies can play avita role in museum studies . Nevertheless few papers have
been published on this new method as it can be applied in visitor studies (Mayr, Knipfer &
Wessdl 2009; Filippini-Fantoni, Jaebker, Bauer & Stofer 2013; Krukar & Conroy Dalton
2013; Krukar 2014).

What can we learn from new methods like MET? Mayr et a. (2009) conducted the first
exploratory MET study in asmall exhibition about nanotechnology (191-192) that had been
created solely for this study at the Knowledge M edia Research Centre (KMRC).



Before summarizing the results of Mayr et a. (2009) and my own experience, | will provide
some background information about MET because this method might be unknown to most
readers:

As afirst step towards understanding MET technology and the kind of data that it provides,
some background knowledge about visual perception in action is essential. The way we
perceive everything visually differs depending on the context, for instance the physical world
appears differently when seated in an armchair reading a book or when sitting in front of a
screen watching videos or looking at images. Seeing the world while being engaged in bodily
action involves more parts of the brain than seeing them while at rest does. These processes
are connected especialy to the executive areas of our working memory (Baddeley 2007) and

to our procedural long-term memory (Land & Tatler 2009).

According to Land and Tatler (2009: 221-223 & 4-5), four different neurocognitive systems

areinvolved:

- The visua system processes bottom-up information about the environment;

- The motor system executes actions within thisenvironment;

- The gaze system decides which information isimportant or needed for thetask;

- The scheme control system applies top-down agendas of where to look, what to look for and
what to do.

The perception of museum visitors is therefore a clear case of what is now called embodied

knowledge in anthropology (Scheper-Hughes 1994, see Chapter 2).

The implicit or procedural knowledge involved in visual perception in action is stored in
schemata and scripts and it is largely unconscious in nature so that agents themselves find it
hard to verbalize and manipulate their behaviour (Land & Tatler 2009; Schank & Abelson
1977 for scripts).

The discussion of visual perception relies on three important technical terms which are aso
important for our assessment of MET, namely "fixations', "saccades' and "scan patterns’.
Our vision consists of so-called eye movement patterns (or scan patterns/gaze patterns) that
are made up of combined saccade and fixate strate gies. Fixations are very short stops of

eye-movements. The duration ranges from 150 ms to 600 ms (Duchowski 2003: 49)
indicating what someone is probably (but not certainly) paying attention to. Saccades are very

rapid eye-movements that occur between fixations spontaneously and can vary in duration



from 10 ms to 100ms (Duchowski 2003: 44). When performing saccadic movements we can
hardly perceive anything; we are basically blind. Hence, eye-movements are not performed
smoothly but in an apparently zigzag fashion that seems to be very unsystematic at first (Land
& Tatler 2009). Eye-tracking technology records these movements; it is the first task of MET
data analysis to distinguish fixations from saccades and then to investigate correlations
between the observed patterns, meanings and goals of attention (Holmqvist, Nystr m,

Andersson, Dewhurst, Jarodzka & Weijer 2011).

Whereas stationary eye-trackers require participants to be seated in front of a screen, METs
can be mounted on the participant s head while they move around, freely engaging in various
tasks. There are a number of head mounted eye-tracking devices available. We have used the
ASL MobileEye (2006 model) at the Linden-Museum (see below, Figure 1 and 2) and the
Locarna PT Mini (2010 model) at the Museum of Modern Literature in Marbach a. N. (see
Chapter 6, Tables 67 and 68). Many of the following points refer to MET technology in

general, although many new technical developments have occurred in the meantime.

Figure 1: Calibration of the ASL MobileEye (copyright by Kira Eghbal-Azar)



Figure 2: The ASL MobileEye designed in 2004 and applied 2010 at the Linden-Museum in
Stuttgart (photograph by Kira Eghbal-Azar with kind permission from the Linden-Museum in
Stuttgart)

All of these devices generally work with two cameras (see Figure 1): a scene camera records
the scene and the environment from the participant s perspective, and an eye-camera records
his or her eye movements usually by using a harmless infrared light, a technique called dark
pupil tracking . The two cameras are mounted on frames of a pair of eyeglasses, but most
devices only record one eye of the participant. These glasses sometimes are mounted on a cap
or even on ahelmet. As Figure 1 and Figure 22 show, some devices needed to be fixed in a
very stable manner on the participant s head. However, the current trend is to produce MET
devices that are worn like regular glasses by the participant and that can track both eyes (so-
called binocular eye-tracking). These devices reduce the paralax error caused by our
binocular vision, which is more pronounced when relying on MET technology that tracks
only one eye, as advertised by SensorMotoric Instruments and Tobii on their websites in 2015
(SensoMotoric Instruments 2015, Tobii 2015, Holmqvist et al. 2011: 60 for parallax error).

Both separately recorded videos have to be brought together and processed into a single video
by a computer, whereas the calibration of the cameras is essential. Accordingly, self-

calibrating or

These two figures were aready published in Eghbal-Azar & Widlok (2013).



caibration free eye trackers have become another trend in MET technology (Duchowski
2003: 227). Processing® synchronizes the two recordings so that we receive a single video
with a marker (a fixation cross or circle) that is permanently shown while we watch the
recorded scene from the participant s perspective. This video indicates eye-movements in
action by using the eye camera together with the picture of the three-dimensional space
through which the participant is moving (Mayr et a. 2009 and the manuals of MET devices:
ASL MobileEye 2006 and Locarna 2010). This process makes MET rather complex to use in
field research, and some preparatory training with this technology is necessary (Holmqvist et
al. 2011: v-vi, 1). Holmqvist et a. (2011) provide the first guide available for eye-tracking
beginners. It provides comprehensive information collected over many years and across many
eye-tracking studies but with the clear focus on remote (stationary) eye tracking for

experimental |ab conditions.

One of the reasons eye tracking has not yet played a role in the socia sciences is that in its
stationary version it requires a typical experiment-like setting, cutting out the social context
and the context of agency. With MET becoming more readily available this limitation is less

severe today.

Although MET devices have been commercialy available since the 1980s, they did not
become redlistic to study people outside the labor atory until a decade later. While remote
eye tracking in labs is still favoured (Land & Tatler 2009: vii & 9) the role of vision during
action can usefully be studied only during the performance of action itself, preferably in
conditions that are as unconstrained as possible (Land & Tatler 2009: vii-viii). As mentioned
above, visual perception in action works differently than sedentary studies performed in front
of computer screens. So far, MET has been commonly applied in research conducted by
biologists, psycholinguists, psychologists and cognitive scientists (Land & Tatler 2009) and is
only rarely used for examining visitors eye movement behaviour. With MET we can grasp
the (visitor s or) native s point of view, his relation to life, to realize his vision of his world

(Malinowski 1922: 25, emphasis in original, brackets by the author) in its very literal sense.
To grasp the meaning of this emic view we have to combine other methods like cued

retrospective reporting. Thus MET can work as a complementary method to other approaches

3 Earlier on dataanal ysis only could be done after synchronizing the videos; currently data analysisis even

possible online while recording takes places (for example Pfleger Vision MET model in 2015).



and, when used in this way, it can be appropriate for socio-cultural anthropologists who are

conducting field research to use.

1.4. Museum Visitors Movement Behaviour

Immediately following the turn to the visitor in museums (Hooper-Greenhill 2006: 362),
visitor behaviour became defined as a process of actively engaged in meaning-making, hence
learning (Falk & Dierking 2013). The initia prerequisite step to make meaning out of
exhibitions is to move through them. How do visitors move around in exhibitions? A
considerable amount of empirical research about visitors movement patterns in and
circulation through exhibitions has been carried out since the beginning of tracking studies;

however without applying MET.

To date, visitor research has introduced a distinction between the attracting power of an
exhibit defined as the number of visitors who not ice it, approach it and stop in front of it
and the holding power of the exhibit defined as t he mean time spent in front of the
respective exhibit. Accordingly, researchers generally assume that a longer holding power
indicates a more elaborate processing of the exhibit (Robinson 1928; Boisvert & Slez 1995;
Serrell 1998).

Further research results about visitor circulation in exhibitions are partially contradictory:
Some studies suggest that the disparities between research studies of different exhibitions may
be attributed either to the design factors of the exhibitions, or to visitor characteristics.
However, they may be attributed to the interaction of design factors and visitor characteristics.
Hence the visitors own agenda plays a crucial role (see Falk, Moussouri & Coulson 1998).
Visitor behaviour has been characterized as free-choice (Falk & Dierking 2002; Kirchberg
& Trndle 2012), and accordingly, most visitors do not work through an exhibition in a

comprehensive manner but instead focus on a small subset of exhibits.

By observing visitors in a British Science and Industry Museum, Morris Hargreaves Mclntyre
(2004) identified four different types of visitor behaviours, which differ both in completeness
and elaborateness of the visit: browsers, followers, searchers and researchers. In short,
browsers browse through the gallery with little or no agenda and want information about
selected objects; followers want the museum to provide a narration that they can follow;
searchers already have knowledge about the exhibition theme and want to view al of it; and

researchers are the experts. In this line from browsers to researchers each type of visitor can
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change into the next type (e.g., browsers can become followers and so on) and the proportion

of these types concerning the whole population is diminishing.

According to Morris Hargreaves Mclntyre (2004) going through an exhibition in a systematic
approach means paying attention to nearly all of the exhibits presented. This attentiveness was
observed for less than 10% of the visitors, whereas the vast mgjority showed a much more
selective behaviour. Similar results have aso been reported by Serrell (1997): In severa
observation studies in museums and galleries, she found that only a minority of visitors are
diligent visitors who stop at more than half of t he available exhibits. Instead, museum
visitors showed a highly selective pattern of attention, stopping at only a fraction of all
exhibits, and closely inspecting an even smaller number of them. Thus most visitors only

spend about 20 minutes in one exhibition.

Additionally, it has been shown that during the course of an exhibition, visitors tend to be
increasingly selective and, at the same time, less involved with the exhibition s content. This
phenomenon has been described as museum fatigue and is experienced by museum visitors
after only 20-30 min. (Bitgood 2009, Davey 2005).

Regarding these findings visitor researchers asked which strategies lead to such behaviour.
Fak & Dierking (2000: 117) conclude that visitors or at least most of them are applying
poorly developed strategies of appropriating exhi bitions properly. In contrast, the
interaction approach represented mainly by the American psychologist Bitgood and the
American cultural anthropologist Rounds conclude that visitors use appropriate strategies
regarding an exhibition visit. Bitgood and Rounds apply principles or rules derived from the
Rationa Choice Theory (RCT) on visitor movements/circulation.

Bitgood (2006; 2013) applies the Genera Vaue Principle derived from RCT in visitor
circulation through exhibitions. Thereby the value of an exhibition visit is the result of an
unconscious choice between its benefits and its costs (the General Vaue formula
benefits/costs = value). Therefore, visitor circulation is characterized by the economy of
movement which means minimizing or saving steps in order to save time and physical
energy hence minimizing the costs. Accordingly, visitors tend to pay attention to only one
side of a galery and aso tend to walk along the main track, avoiding aisles and backtrack.
Exceptions are attributed to other motivations like following a group, landmark objects that
trigger more attention, high-interest versus low-interest topics and crowding (i.e., too many
people at one place that visitors want to avoid).
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Similarly the American anthropologist Jay Rounds (2004) deduces behavioura rules from a
specia case of RCT namely Optimal Foraging Theory (OFT) aswell as from Decision Theory
(DT) and Information Foraging Theory (IFT). Derived from these three theories the following
formulais applied to exhibition visits: the lower the costs of the exhibit search, the greater the
benefits of the exhibition visit wherein exhibits of interest are like food for the hunter- and
gatherer-visitors. From DT, Rounds deduces the landscape analogy and defines the exhibition
landscape as the interest landscape of the hunter -and gatherer-exhibition- visitor. This
interest landscape has two axes: the horizontal a nd the vertical axis. The horizontal axis
arisen from the arrangement of exhibits whereas the vertical axis arises from the individua
interest of the visitor in a single exhibit. Hence the exhibition visit is characterized by the
interaction between those two. That is why it is so difficult to arrange exhibits in an equally

interesting way for all visitors.

Rounds (2004) defines his rules as being non-explicit, unconscious and hardly communicable
by the visitor but rather as being rules in the sense of scripts and schemas. He stresses that
they are not specific to the exhibition context but rather are learned in other landscapes that
are similar to exhibitions. He declares that these rules are applied as an interaction between

the changing environment and changing individual needs.

Rounds classifies his behavioural rules as three types: search rules, attention rules and quitting
rules. Search rules are defined as an initial scan ning mechanism (2004: 401), attention rules
are defined as a stop searching (for the moment) and start attending (2004: 403) and
quitting rules are defined as a stop attending to a given exhibit element and resume the
search (2004: 405). Unfortunately these rules are not yet empirically proven. Note that | also
do not test Rounds rulesin detail, just as | did not analyse complete tours through exhibitions.
However Rounds states that, in order to prove these rules, the complete visit/the complete
circulation within an exhibition must be examined. These rules are difficult to operationalize;
for example, the search rule Follow your nose mea ns If it smells good, check it out. If it
doesnt, keep moving (Rounds 2004: 404). How could this rule be operationalized?
Furthermore, proving these rules are accurate would additionally require methods that elicit

unconscious behaviour.

Rounds (2004: 394) thinks that applying these rules is the appropriate strategy for wide but
shallow learning that is experienced in museums rather than narrow but deep learning
experienced in school (more about the museum as a learning environment in Chapter 2).
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In sum, the interaction approach by Bitgood (2006) and Rounds (2004) states that, since
visitors do not have control over the benefits offered in exhibitions (i.e., the design of the
exhibition and the level of information provided), they concentrate on their costs in order to

arrive at an optimal visit.

| want to shed light on some critical aspects of this approach. In particular, saving steps as a
principle does not explain every phenomenon encountered in exhibitions. Moreover, it does
not account for the most important and distinguishing feature that characterizes a museum
exhibition visit in contrast with other forms of information gathering, like watching a movie
or reading a book: strolling and viewing is the c lassical way of appropriating exhibitions
( gehen und sehen Korff & Thiemeyer 2008: 137, cf. Korff 2003). Strolling and viewing is
the ability to go off and to explore in multiple possible ways and from a number of
perspectives. This approach is what makes museum exhibition visits such unique experiences
and it is arguably the feature that attracts visitors to museums over other forms of mass media
The agendas that we have set for ourselves during a visit influence our attention (Falk,
Moussouri & Coulson 1998) and may override the time that we devote to a particular object
aswell asthe cost factor more generally. Altern ative explanations of visitor behaviour will
have a better basis for discussion after good data is collected on the time spent on particular
objects, the fixations associated with an exhibition visit and data from other sources, which
together allow for a triangulation of methods as George E. Hein (1998) proposed long ago.
That is why, in my study, | triangulate MET with cued retrospective reporting and systematic

observation.

Furthermore, the definition of value as serving interests and curiosity necessarily leads to
differences between different visitor groups; for example experts and novices probably have
different interests and motivations when they view an exhibition. Thus experts and novices
probably have different agendas when visiting these museum exhibitions. Moreover, defining
value in this way precludes other values, such as the social acts of exhibition visits for

example when visitors discuss objects and issues amongst each other.

The attribution of exceptions on landmark objects or high-interest versus low-interest topics
aso neglects differences between different visitor groups as well as between exhibition
makers and visitors. The curatorial agency is insufficiently considered at all, and probably is
also hardly verbalizable by the curators themsel ves sometimes.

Last but not least, the General Value Principle i n particular and hence RCT in general is not
falsifiable because everything can be subsumed under costs and benefits. The  critica
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rationalisms by Popper declared that verification does not exist a al and only falsifiability
counts (Popper 2007). Thus what is the rationale or insight value of a theory that is not
falsfiable?

Furthermore, as a socio-cultural anthropologist, | must criticize Bitgood and the research he is
summarizing as being focused on Anglo-Saxon exhibition and visitor cultures. | mistrust these
research results and Bitgood s explanations as well as Rounds deduced behavioural rules; |
doubt that they are universally applicable to al museum visitors on this planet. What about
people having a geo-centric perception of their environment instead of our ego-centric one?
This critique applies to my own research too, and my results (see below) have to be re-tested

in other cultural settings aswell.

Nevertheless what we can learn from the interaction approach is that orientation plays a
crucid role in visitor movement through exhibitions. For example, orientation plays a major
role for Rounds search rule and for the saving steps principle stated by Bitgood. No wonder
orientation is a basic need prior to and serving the physiological needs of human beings
(Maslow 1954). It will be interesting to discover how and how often visitors apply movement

patterns for orientation in exhibitions.

In sum, since decisions for movement patterns are unconscious and hardly communicable an
empirical test is difficult. Hence research on movement patterns using MET combined with
cued retrospective reporting is probably the best available method for recording unconscious

reasons for movement behaviour with the cue of one s own viewing behaviour.

1.5. Digital Guidesin Museum Exhibitions

So far, we have concentrated on general visitor behaviour without considering the use of
digital media/guides. Without using digital guides, the movement behaviours in exhibitions
usually require less eye-hand-coordination, whereas digital guides require more eye-hand
coordination. Thus using digital guides presumably must influence the movement behaviour
of visitors. Building on this fundamental concept, | will describe the state of art surrounding
digital guides in museums exhibitions in this section and analyse the movement behaviour

influenced by using digital guidesin Chapters5 and 6.

Since Bourdieu, Darbel & Schnapper s comparative studies presented in The Love of Art
(1969/1997), museums are defined as mass media themselves. However this thesis does not

focus on museums as mass media. It rather focuses on digital media applied in museums.
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Media in museums can comprise labels, text panels, dioramas, hands-on exhibits, and new
digital guides etc. In the last two decades, various types of digital guides have gradually
supplemented museum tours, and been offered by museum staff and human interpreters. Such
digital guides come in many forms, ranging from traditional audio guides that provide
explanations in purely oral form (and are widely handed over by museums and aready
expected by the visitors) to multimedia presentations on smartphones or tablets that include
both oral and written text, pictures and videos (Proctor 2011, Tallon & Walker 2008, Tallon
2006).

According to Tallon & Walker (2008: xviii) these new digital guides are defined by three
characteristics: they are mobile (accessible at a ny place and any time), digital (electrical-
based) and persona (controlled by the visitor in her/his unique connection with the guide).
Nevertheless, there is no consistent conception of whether these digital guides applied in
museums are exhibits themselves or not (Kirchberg 2006). Sometimes digital guides solely
provide information, sometimes they are part of the exhibition design and sometimes they
become exhibits themsel ves (Noschka-Roos 2006).

Given the variety of digital guides and despite the huge application of audio guides, hardly
any available research about digital guides exists so far. Talon (2006) attributes this fact to
the economic reasons of the companies producing the guides and to many prejudices about
digital guides in museums. These prejudices range from audio guides leading to zombie-like
behaviour to preventing the aesthetical experiences that traditional ideology imagines
museums to provide (Talon & Waker 2008 quotes Alfred Hickling Block Beuys,
Guardian, November 29, 2004). That is why basic research about visitor experiences with
digital guides has begun only recently. For example, one study by Eghbal-Azar, Merkt,
Bahnmueller & Schwan (2016) used statistical methods to examine the anonymous user data
recorded by the content management system of the multimedia guide M3 in the nexus
exhibition at the LiMo. They assessed which characteristics are influential in exhibit selection
within the M3 (for more information read Chapter 6). Until research like this, research
solely focused on percentage of usage of provided digital guides and time spent in exhibition
(Tallon & Walker 2008, Falk & Dierking 2008).

Despite the prejudices articulated by art critics and the press, mobile museum guides offer
several desirable features from the perspective of the visitor. Most importantly, they allow
customization of information and explanation according to the individual needs of the visitor.

Customizable options include selection of language, mode of presentation for people with
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seeing or hearing disabilities, provision of orienting maps and navigation help, display of
relevant additional material for scrutinizing and in-depth exploration as well as provision of
games and simulations to increase interest and motivation (Proctor 2011, Tallon & Walker
2008).

However, these desirable features of mobile museum guides can aso challenge visitors. In
addition to museum fatigue, technology fatigue is a great issue due to several usability
difficulties like multimedia guides being too heavy, interfaces being too difficult to handle or
audio guides feeling uncomfortable around the visitor s neck. In the end both types of fatigue
can merge into a special kind of cognitive overload due to too much information provided by
the mobile museum guide (Filippini-Fantoni & Bowen 2008).

Relevant preliminary findings about tablets are currently scarce and more is known about the
well-established audio guides. Smith & Tinio (2008) found that visitors seek a baance
between guidance and freedom in audio tours regarding art exhibitions, howsoever these
audio tours are provided technically. They stated that visitors usualy listen to the complete
audio guide spot. Therefore, | assume that the length of an audio guide spot probably
correlates with the dwell time at an audio guide spot. Furthermore they state that audio guide
usage is characterized by the possibility to view the exhibits and listen to the audio guide at
the same time whereas otherwise the attention is separated between exhibits and label.
Bitgood (2010) also stresses this parallel way of appropriating by looking at an exhibit and
listening to the audio guide at the same time as the main advantage of audio guides that do not
shift attention by coupling the gaze.

How is this coupled gaze guided? Franklin, Becklen & Doyle (1993) report on the impact of
different information provided for exhibits. They conclude that it leads to different cognitive

processing but not to different guidance of viewing behaviour.

What about other digital guides like multimedia guides in the form of PDAS, tablets, |Phone,
etc? Do they separate again between viewing exhibits and the multimedia guide? As Tallon
(2006) adds for consideration label reading also interrupts viewing the exhibit. Filippini-
Fantoni & Bowen (2008) summarize research about these new digital technologies, which
finds evidence for both focusing on the screen instead of the exhibit and processing the
exhibits more elaborately. Furthermore Schwan, Zahn, Wessel, Huff, Herrmann, & Reussner
(2008) found that the design of displays influences the learning outcomes in exhibitions and
digital guideslike tablets can lead to more intense involvement with the exhibition s content.
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In sum, so far severa studies and evaluations have demonstrated that the use of mobile guides
substantially prolonged visitors stay in the exhibition by increasing exhibits attraction power
(i.e., more visitors paying attention to the exhibits covered by the mobile guide) and holding
power (i.e., visitors spending more time in front of exhibits covered by the mobile guide)
(Kuflik, Stock, Zancanaro, Gorfinkel, Joara, Kats, Sheidin & Kashtan 2011; Lanir, Kuflik,
Dim, Wecker & Stock 2013). In addition, visitors using mobile guides not only frequently
reported higher satisfaction with the exhibition, but also indicated they noticed details that are
more relevant and devel oped a better understanding of the exhibits (Belotti, Berta, De Gloria
& Margarone 2002, Helal, Maxson & Ancelet 2013, Kuflik et al. 2011, Mann & Tung 2015,
Webb & Mann 2014, Vieh ver 2006).

While holding power allows for a crude estimate of elaboration, some observation schemas
make finer differentiations with regard to visitors behaviour in the face of a particular exhibit
(Boisvert & Slez 1995, van Schijndel, Franse & Raijmakers, 2010). For example, in the
context of science museums, Boisvert and Slez (1995) distinguish between (i) involved time
when the visitor standsin front of an exhibit but does not read directions or interact with it,

(i) positive interaction when the user reads labels or uses an exhibit in away it isintended to
be used, and (iii) instructional time when a visitor has an exhibit explained or discusses the
meaning of an exhibit. Thus, according to Boisvert and Slez (1995), looking at an exhibit
involves several steps that increase cognitive elaboration, with prior steps being necessary
conditions for the following ones, and with the possibility of stopping at every point during
the process. Hence, it is only on the third level of Boisvert and Slez s taxonomy that a visitor

may decide to access additional information via digital guide.

What exactly happens on this third level? Regarding the variety of technologies, their
prototypical existence and the few studies so far, it is hardly possible to find or conclude
generalizable research findings overal or regarding ethnographic or literature exhibitions in
particular. Unsurprisingly, to the knowledge of this author, no visitor study so far has
investigated the influence of digital guides on eye movement behaviours and accompanying
cognitive processes. Hence thisthesis is presenting the latest state of art.

1.6. Research Questions, Aims, Applied Methods and Outline

This chapter described (my) reasons for studying visitors as a socio-cultural anthropologist,
the main methods in visitor studies and socio-cultural anthropology and the results  of visitor

studies, namely the visitors movement behaviour and their usage of digita media
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Throughout this chapter, it should be clear that we already know alot about visitor movement
circulation through a gallery on the macro-level, but less about smaller eye movements on the
micro level. How do eyes move around in exhibitions? What movements of the head, the
trunk and the whole body do they entail? The answers to these questions will be provided in
Chapters 4 to 6, whereas a complete list of al movement patterns identified by this research
will be provided in Chapter 8 in Table 17 paragraph 8.2.1. Visitors Movement Patterns: The
Complete Master List.

Furthermore, we know very little about the use of digital guides in exhibitions, and even less
about how they influence visitors movements and cognitive processing. How does the usage
of digital guides influence movement behaviours and cognitive processing? Do different
digital guides like audio guides and tablets influence the visitors behaviours and cognitive
processing differently? The answers to these questions will be provided in Chapter 5 (audio
guide) and Chapter 6 (tablet-like guide).

As Hooper-Greenhill (1994: 69) already correctly stated Research and evaluation are often
confused . Accordingly, | must clarify that the visitor studies presented in this thesis belong
to basic research providing new insights into visitor movement patterns and use of digital
guides that are transferable between different kinds of exhibitions rather than to the evaluation
or assessment of the presented exhibitions. Hence the objective of thisthesisis not to evaluate
whether the visitors got the message of the exhibitions, although | will provide some
incidental hints about this later. Additionally the objective of this thesis is not to evaluate the
digital guides provided in these exhibitions, athough | will provide some incidental hints
about this as well. The objective isto provide a detailed description of movement patterns and
the associated cognitive processes as well as the use of digita guides. Through these
descriptions, this thesis will provide new innovative results about museum visitor behaviours
on the micro-level of eye movements thus filling the gaps in the current literature. In the end,
building on this empirical basis, design suggestions are presented for creating visitor-centred
exhibitions in hopes that exhibition makers can gain useful information about which design

option they want to choose.

Therefore this thesis has several aims led by a new cognitive science approach in visitor

studies that combines anthropol ogical and psychological theories and methods:

1. Chapter 2 aims to introduce three main concepts and terms: firstly, the concept of
affordance by Gibson (1979); secondly, the latest notion of appropriation of
museums by visitors;, and thirdly, the widely applied term of museum experience.
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These three concepts and terms shall help to understand the results of this research and
contextualize them within the latest theoretical concepts. Furthermore the field of the
respective museums and their exhibitions, namely ethnographic and literature
museums, will be introduced in general.

. Chapter 3 aims to describe the research fields. It provides a detailed description of the
two exhibitions South Sea Oases. Life and Survival in the Western Pacific at the
Linden-Museum in Stuttgart and the nexus exhibiti on at the LiMo in Marbach a. N.
through floor plans, laying lists, photographs of each exhibit and original texts of the
exhibition and their guides. These descriptions provide bases for the reader to
contextualize the results within their research setting and transfer the results to other
exhibitions.

. Chapter 4 investigates distinct, recurrent and systematic movement patterns due to
particular affordances (Gibson 1979) in the exhib ition design or the exhibit
characteristics that are identified in the first study in the South Sea Oasis: Life and
Surviva in the Western Pecific exhibition at the Linden-Museum in Stuttgart.
Therefore the recent method of MET will be applied and combined with cued
retrospective reporting to determine the goal of visitors attention and the meaning of
the movement patterns without focusing on learning outcomes but instead focusing on
learning processes. A minor aim was to investigate the differences between experts
and novices.

. Chapter 5 validates the identified movement patterns found in the first MET study by
applying a completely different method, namely systematic observation, to study the
same exhibition. This validation is performed to triangulate the study. Another
substantial am is to analyse the influence of digital media on these movement
patterns. In this case the digital medium is an audio guide in the South Sea Oases:
Life and Surviva in the Western Pacific exhibition. According to Tallon (2006: 5)
future research about audio guide should investigate whether audio tours alow the
viewer to be active . Hence, | will analyse careful ly whether audio guide usage leads
to more active behaviours in the sense of more quantitatively performed eye
movements that can beidentified.

. Chapter 6 uses MET to validate the movement patterns found at the Linden-Museum
in Stuttgart exhibition in a second, different exhibition the literature exhibition
nexus at the LiMo in Marbach a. N. It investigate s whether these patterns are
transferable in a different exhibition setting. In comparison to the influence of audio
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guides on the distinct, recurrent and systematic movement patterns, | will also
investigate the influence of the tablet-like multimedia museum guide M3 in the
nexus exhibition at the LiMo with regard to the d ifferences between these two
digital guides. Furthermore, | will look for further distinct, recurrent and systematic
movement patterns that are linked to this different exhibition with its different guide.
Investigating the differences between experts and novices is a minor am aso
discussed in thischapter.

. Chapter 7 critically reflects on the applied methods concerning their potentials,
limitations and prospects in visitor studies and in socio-cultural anthropology as well
as in regard to the reactions they trigger. Besides MET, cued retrospective reporting
and systematic observation, | wrote field diary notes during the whole research
process; | conducted interviews with the curators and documented the exhibitions. All
methods were connected into a multi-angulation approach. The combination of these
methods is truly a new cognitive science approach in visitor studies and socio-cultural
anthropology requiring more effort of time and money. Thereby | aso hope to this
thesis will help anthropologists and other social scientists engaged in field research
make an informed decisions about whether and how to apply MET-technology in their
future research studies.

. Chapter 8 summarizes the research results; concludes with a discussion about the
application of the theoretica terms affordance, appropriation and museum
experience; and presents a master list of al 26 movement patterns that were identified
in both exhibitions. Furthermore it presents conclusions about the influence of digita
guides in exhibitions. This chapter also summarizes design suggestions based on this
visitor research and anticipates the future of digital guides in exhibitions. It anticipates
the future of MET in visitor studies and socio-cultural anthropology, this new

cognitive science approach in visitor studies and future visitor studies.
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2. Affordances, Appropriation and Experiencein Museum Exhibitions

What theories, concepts and terms could help to investigate these research questions? What is
the field of museum exhibitions? This chapter will introduce the theory of affordances by

Gibson (1979) as the main theory that forms the basis of my research questions and aims as
well as the widely applied key terms like museum experience and appropriation (although

the term appropriation is used here from a visitor perspective rather than from the traditional
museum perspective regarding the objects). Finally, the field sites, museums and museums
exhibitions in general as well as ethnographic and literature museums in particular, will be
introduced in preparation for the detailed description of the two respective exhibitions: the
South Sea Oases: Life and Surviva in the Western Pacific exhibition at the Linden-
Museum in Stuttgart and the nexus exhibition at t he LiMo in Marbach a. N. presented in
Chapter 3. However, as one chapter is not much for al these issues, this chapter can only give

aflavour of them.

2.1. Affordancesin Museum Exhibitions

The term affordance is a derivation of the verb  to afford which means able to have or
do and was coined by the ecological psychologist Gibson (1979: 127). Hence, for example a
chair is percelved as to be sit-on-able (Gibson 1 979: 128). Gibson s theory of affordances
(1979) established a new ecological approach to visual perception at histime. Gibson (1966:
285) defined affordances as properties of the envi ronment relative to an animal and thus
affordances lead the behaviour of the animal (Sheehy 2004).

Gibson s theory of affordances is based on the fou ndational Gestalt perceptual principles of
figure/grounds and direct perception (Jenkins 20 08: 36) as well as direct knowing
(Jenkins 2008: 37). It is derived from the particular concepts of the Gestalt psychologists
Koffka (1935: demand character ) and Lewin (1969: invitation character ). Koffka (1935:
7) defines his concept of demand character asfol lows. Each thing says what it is.afruit
says Eat me; water says Drink me; thunder says Fear me; and woman says Love me .
Furthermore Gibson (1979: 138) summarizes the sentiment as follows: The postbox invites
the mailing of aletter . The concepts of Koffka an d Lewin implicate a strong interdependency
or interaction (Jenkins 2008: 36, 38) or complementarity (Gibson 1979: 127), reciprocity
(Jenkins 2008: 34) or relationship (Norman 201 3: 11) between the environment and the
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perceiver. This interdependency was originally defined to be so strong that the character of
environmental objects can change if the needs of the perceiver change. Although Gibson also
takes the interdependency between environment and the perceiver into account, he states that
the character of objects always exists, whether it is perceived or not and even if the temporary

needs of the perceiver change:

The affordance of something does not change as the need of the
observer changes. The observer may or may not perceive or attend to
the affordance, according to his need, but the affordance, being
invariant, is always there to be perceived. An affordance is not
bestowed upon an object by a need of an observer and his act of
perceiving it. The object offers what it does because it is what it is
(Gibson 1979: 138-139).

Furthermore Gibson s theory of affordance does not rely on phenomenology like previous

Gestalt principles:

For Koffkait was the phenomenal postbox that invited letter-mailing,
not the physical postbox. But this duality is pernicious. | prefer to say
that the real postbox (the only one) affords letter-mailing to a letter-
writing human in a community with a postal system (Gibson 1979:
139).

Thus, Gibson integrates the cultural system as one part of the al-embracing environmental
system and does not separate between nature and culture as he does not separate between
object and subject. Like the Gestalt psychologists he wants to overcome fal se dichotomies and
perceives them as being polarised (Jenkins 2008: 39), hence according to Gibson (1979: 129):

An affordance cuts across the dichotomy of subject ive-objective and
helps us to understand its inadequacy. It is equally a fact of the
environment and afact of behaviour. It is both physical and psychical,
yet neither. An affordance points both ways, to the environment and to

the observer .

Hence exhibition visits that are part of our cultural system (at least for some parts of our
society) are also part of the environment. Moreover Gibson (1979: 129) himself compares

architecture with ecology:
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In architecture a niche is a place that is suitabl e for a piece of
statuary, a place into which the object fits. In ecology a niche is a
setting of environmental features that are suitable for an animal, into

which it fitsmetaphoricaly .

Conseguently the theory of affordance can be applied to architecture and design. Norman
made affordances known for the very first timein the history of design in the first edition of
his book formerly named The Psychology of Everyday Things (1988) now renamed The
Design of Everyday Things (2013). Norman (2013) wanted to overcome bad or poorly
developed design by understanding human perception and behaviour because he believes that
the users are not to blame. That is why he seeks a human-centred design. Hence the theory of
affordance can be applied in exhibition design and thus visitor studies as well. Gibson (1979:

137) himself even provides examples for design factors:

Note also that a glass wall affords seeing through but not walking
through, whereas a cloth curtain affords going through but not seeing
through. Architects and designers know such facts, but they lack a

theory of affordances to encompass them in asystem .

By conducting interviews with the curators of the respective exhibitions, | learned that both
curators more or less know about the influence of design factors on visitors behaviours but
they lack a comprehensive system of design factors and their affordances. This thesis aims to
provide such an often-lacking conscious system based on the theory of affordances for
exhibition designers and curators. It ams to overcome bad or poorly developed exhibition
design because, as | demonstrated in Chapter 1, the visitors are not to blame. That is why |

seek visitor-centred exhibition design.

Therefore | want to transfer Gibson s definition of affordances as being properties taken with
reference to the observer (1979: 143) into exhibi tion design properties with reference to the
visitor as Chemero (2003: 187) would have put it and introduce some examples of possible

affordances, thus perceived action possibilities  (Jenkins 2008: 34), in exhibitions.

Starting with Gibson s examples of a chair and a glass wall, | must note that within an
exhibition chairs have to be differentiated into exhibited chairs and provided (most often
folding) chairs for visitors. Both types of chairs can be percelved as sit-on-able and
therefore exhibited chairs are often exhibited be hind a string or covered by a sign: Dont
touch . The string/the sign changes the affor dances of the exhibited chair. In contrast,

provided chairs are actually meant to be sit-on-able. If we combine Gibson stheory of
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affordance with Barker s (1968) behaviour setting theory , it becomes clear that behaviour
onto affordances is context-dependent. Note that Barker s concept also was based on Gestalt
psychology, as he was a student of Kurt Lewin (Jenkins 2008: 35).

Gibson s second example, the glass wall, is most common in exhibitions in the form of glassy
display cabinets. As Gibson correctly concludes, visitors do not perceive them as walk-
through-able. They are see-through-able, athoug h from a defined distance. Do visitors
treat these glass walls as a limitation of perceiving? To what extent do glass walls restrict
movements and for whom? | will show in Chapter 4 that glass walls are not limiting
perceptions but rather lead to more and a broader range of movement patterns especially for

experts.

Norman (2013: 11), who aso refers to the glass example, defines the limitation of walking
through glass as an anti-affordance the preventi on of interaction . According to Norman,

the glass limitation of movement may not be perceived; hence birds and human beings
sometimes crash into windows and glassy doors. Thus Norman elaborates on the theory of
affordances for designers by introducing a further term: signifiers. Signifiers are needed

when affordances are not perceivable. Then signifierstell us what we can do and where. Thus
the string around or the sign attached to the exhibited chair mentioned above is rather a
signifier.

Furthermore, in regard to exhibitions, we have to differentiate between front-glass display
cabinets that are see-through-able only from one side and display cabinets entirely made of
glass that are see-through-able from all four sides or at least more than one side. Do these
different display cabinets afford different movements? What about glass shelves within such
display cabinets? Which further affordances do they evoke? | will demonstrate in Chapters 4
and 6 and | will summarize in Chapter 8 that there is a difference between front-glass display
cabinets and display cabinets made completely of glass. The action possibilities multiply with
multiple glass walls and shelves.

In contrast to glass walls of display cabinets, some exhibits are presented freestanding without
glass walls around them. Most often these freestanding exhibits are presented behind strings
or on a platform. Presented on a platform exhibits can be approached closer than behind a
glass wall or a string. Which further movements do they afford? What are the differencesin
visitor s movement patterns between display cabinets with glass walls and freestanding
exhibits on platforms? | will demonstrate in Chapter 4 that some movement patterns are only

occurring at freestanding exhibits. In contrast other movement patterns that firstly seemto be
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characteristic for freestanding are even more often performed at display cabinets due to the

limitation of the glass wall that seems to provide security in movement.

Whether exhibits are presented in display cabinets or freestanding, they can be presented in a
homogenous way with similar kinds of exhibits or in a heterogeneous way with different
kinds of exhibits. How does a homogenous or heterogeneous presentation afford movements?
Are there differences in movement behaviour between these two forms of presentation? | will
demonstrate in Chapter 4 that museum fatigue is a matter of homogenous presentation and
that heterogeneous presentation leads to more active movement behaviour and a deeper level

of cognitive processing.

Whether exhibits are presented in display cabinets or freestanding, they can be presented
hanging or lying. How do lying or hanging exhibits afford movement behaviour or rather
which movement behaviour possibilities do they entail? These questions will be answered in
Chapters 4 to 6. At this point, | want to mention that hanging exhibits lead to one particular
movement pattern that is performed to view the exhibit from different perspectives no matter

if itisput in adisplay cabinet or freestanding.

Thus, Gibson s theory of affordances is still up to date in research about visual attention,
although it is from the late 1970s. Duchowski (2003: 6) summarizes Gibson s work as il
relevant to the design of eye tracking research as Gibson s work is relevant for the aspect of
how to perceive the world. This how to perceive the environment is aso stressed by
Gibson (1979: 128) himself instead of where onel ivesin the environment.

Although Gibson s theory of affordances is still considered current, two major critiques have
been offered against it: Firstly, it lacks a clarification of how direct perception works
(Jenkins 2008: 37). Secondly, learning is not sufficiently considered (Gibson 1966: 285,
Jenkins 2008: 39). Nevertheless, Gibson s theory of affordances is striking and innovative
because previous and current psychological theories of information processing lack a
particular psychological explanation of their own that is not borrowed elsewhere like the
computer analogy (Jenkins 2008: 38-40).

Taking Gibson s theory of affordances into account is not new in visitor studies. Wineman &
Peponis (2010) and Tr ndle (2014) applied it. Tr nd le (2014: 14) finds evidence that the
affordance of the museum environment strongly affects visitor movement through an art
galery. Thereby Positioning seems to have more im pact than the artist s reputation or the
imageitself (Tr ndle 2014: 13).
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Nevertheless, these two examples apply affordaddésrently than | do. Wineman and
Peponis (2010) mentioned the term explicitly in treadline of their articleQonstructing
Spatial Meaning: Spatial Affordances in Museum B@sbut they neglected to explain the
theory of affordance more deeply and hence midsedhance to appreciate the whole value
of the theory of affordance for visitor movementhéeiour. Anyway, their research of
movement behaviour is concerned with the macrotlefzeirculation or locomotion through
an exhibition rather than on the micro level of ep@vements at particular exhibition

sections.

Trondle (2014) not only mentions the term exphcith the headline of his articl8pace,
Movement and Attention: Affordances of the Museumir&hmentbut also explains the
concepts of Lewin (1936), Barker (1968) and Gibgba79). Like Wineman & Peponis
(2010), he applies these concepts to the macro-tdvarculation or locomotion through an
art gallery rather than on the micro level of eyevements at particular exhibition sections.
Furthermore he uses body tracking instead of MEAnch the exact eye movements are
missing. His results rely upon only one single gtughich makes it difficult to draw any
generalizations. Finally, yet importantly, my reskais based on further theoretical terms

beyond affordances like the terms “appropriatiomd &museum experience”.

2.2. Appropriation in Museum Exhibitions

Usually, if one speaks about appropriation concgynmuseums and especially about
archaeological or ethnographic museums, one speake cultural appropriation of objects
by the museum. Hence, ethical concerns have toobsidered carefully (Young & Brunk

2012).

For example, if you conduct a Google search foptapriation in museums”, you can find
434,000 results and about 42,600 papers and bowesllvia Google Scholar (received on 07
October 2015). Ordered by impact the very first @edscholar result is the bodkuseums
and the Appropriation of Culturedited by Susan Pearce, the Professor Emeritususéivin
Studies at the University of Leicester, in 1994veé8al authors contributed papers to this book
commenting on various aspects of appropriationuttuce by museums. In particular, Mary
Beard and John Henderson (1994) comment on thdpheuforms of appropriation by the

museum concerning the objects and their testo Their comments are based on the

26



exhibition The ExhibitionZurated by these two authors themselves. This #idmlcalls into
guestion the appropriation of culture by museunthdse this article as an example because
the authors work through the term appropriatiotheir exhibition and thus in their article. In
the end Beard and Henderson (1994:. 40) ask “Aréovss passive consumers who put
themselves at the disposal of regimes of displag?nidiseums occasion particular sets of
cultural behaviour?” However like many others, tligynot shed light on the multiple forms

of appropriation of the museum by visitors.

In this thesis, | want to shift our attention te thctive appropriation of museums or rather
exhibitions and their exhibits by the visitors. Jlaispect has been widely neglected so far and
rather seldom considered and defined as a perforenatt of further appropriation. What do |
mean by appropriation of exhibitions and their otgeoy visitors? | want to label the “rolling
and strolling” (Korff & Thiemeyer 2008) of visitorghrough exhibitions and the
accompanying cognitive processes as a kind of éurtppropriation that is based on the
previous appropriation by the museum. It entaiks ¢bllecting of objects, the selection for
display in exhibitions and the presentation practic design of exhibits in exhibitions as
Beard and Henderson (1994) described it. By “rgllend strolling” through exhibitions
visitors are appropriating exhibitions with theintiee body (trunk, head and eyes) and person
including their physical, psychological and cogretiknowledge. Anthropology calls this
“embodied knowledge” (Scheper-Hughes 1994) or “editbent” (Csordas 1990).

In regards to embodiment, we have to refer alsthéoconcept of “habitus” by the French
sociologist and anthropologist Pierre Bourdieu {@)9riginally the term habitus was the
Latin translation by Thomas Aquinas of Aristotele=rm ‘hexis’ which can be described as a
disposition to a certain activity or character. Taam was also applied by Durkheim and is
nephew Mauss (Wacquant 2011).

Bourdieu’s concept of habitus is based on Maus378) concept of habitus as illustrated in
his essayTechniques of the BodyAccording to Mauss, the habitus is learned arftergi
“between societies, educations, properties anddashprestiges” (1973: 73); hence, habitus
also differs between sex and age (1973: 76-77).s8land Bourdieu differentiate between
habit and habitus in similar ways (Crossley 20Burdieu (1977: 218, note 47) thinks of the
“habit as a mechanical assembly or performed progra’. Hence, a habit is “mechanical
behaviour” (Crossley 2013: 139) or rather a “medatenconcept” (Crossley 2013: 140),

whereas the habitus is rather a learned Hedinique like swimming (Mauss 1973).
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Furthermore, according to Mauss habit refers ttedihces between singular persons whereas

the habitus refers to differences between soc@ipg (Crossley 2013).

Hence Bourdieu describes the habitus as a clas#fisg@actice connected to the social sense
(“le sense pratique”) which encompasses all otbesas of the body and beyond of the social
agent. Thus, habitus is embodied by the social tamath is complementarily practiced by its
body in the way someone walks or talks (Bourdied718&nd 1990; Schwingel 1995/2003).
The habitus is formed by the incorporated or emdxbdiispositions of perception schemata,
cognition schemata (everyday knowledge, ethos asté)tand behaviour schemata. The agent
is socialized or enculturated in this schematataadocial agent is constantly reproducing by
applying his/her socially learned and determinelitha in his/her social practice (Schwingel
1995/2003). Thus, the habitus is experienced bydoel agent as something naturally given
(Bourdieu 1977 and Bourdieu, Darbel & Schnapperdgl®®7). Hence, the habitus and the
social “field” are not taken as dichotomies but la@mng complementary to each other
(Schwingel 1995/2003) similar to how Gibson and @estalt theorists (mentioned above)

consider polarised parts instead of dichotomiegeonng the subject and its environment.

However, habitus does not determine the socialtipedself but rather the limits of optional
ways of practice. To put it differently, the halsitdetermines how the social practice is
individually performed. The access to the differ@arms of “capital”, which are economic,
social, and cultural capital, defines the lived wafysocial practice. Hence, habitus can
validate itself and the class specific field omstorm itself into other kinds of habitus and

hence transform the field as well (Schwingel 190683).

Bourdieu et al. (1969/1997) ifhe Love of Arpresent a famous example of the habitus or
more precisely “cultural practice” determined bg @iiccess to cultural capital. Bourdieu et al.
(1969/1997) conducted comparative visitor studres-iance, Greece, Holland, Poland and
Spain. They conclude that across all these natigiser social classes who already possess
more cultural capital through schooling visit mussumore often, despite the fact that they
are public institutions. Like museums, schoolingpaleproduces the social class inequality in
education, and through the habitus of their sodeds. HenceThe Love of Artthus taste, is
learned “by habit and exercise” (Bourdieu et al69/2997: 109) that leads to a second
“cultivated nature” (Bourdieu et al. 1969/1997: }106ence nurture. Thus museum visitors
usually learn how to move and appropriate througiilations “by habit and exercise” of

their higher educated social class.
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The habitus is automatically performed; normallg thabitus is not put into question and is
rather unconscious because it is experienced astbong naturally given (Schwingel
1995/2003). As has been mentioned movement patdéeenalso automatically performed and
are unconscious to the performer. Thus movemerierpat can be considered part of a
museum visitor's habitus and thus as a particulad kof embodied appropriation of
exhibitions. Therefore, future research has to @wwhether the movement patterns of visitors

identified in this research are culturally diffeten

Embodiment is not only considered by social scastbut also by cognitive scientists
(Gallagher 2005, Varela, Thompson & Rosch 1991ph&2006). According to Gibbs (2006:
1) “Embodiment in the field of cognitive sciencéems to understanding the role of an agent’s
own body in its everyday, situated cognition”. Thigrent thinking of interdependent mind-
body relationship wants to overcome the distincti@tween body and mind rooted in the
ancient Greek philosophy that is still common in é8tern” sciences. The embodiment
approach wants to overcome the stimulus-resporeseiis and stresses the interaction of the
body, the mind and their environment. Hence, pdioepelates to the actual behaviour while
something is being perceived. This idea is nov.nEormer leading thinkers include the
philosopher John Dewey in the™8entury and the psychologist James J. Gibson in268
century mentioned above (Gibbs 2006). John Dew8961137-138) claimed that:

“In a certain sense, it is the movement which ignpry, and the
sensation which is secondary, this movement ofbth#y, head, and
eye movements, determining the quality of whatxpegienced. In
other words, the real beginning is with the acs@ding; it is looking,

and not a sensation of light”.

This qualifies previous statements about eye mowtsrend perception describedGhapter

1. Hence eye movements and cognitive processes dheuperceived objects are more
intertwined than previously assumed. Gibbs (2006 puts this more directly: “Object
perception is not an event that happens to userdths something that we do by looking at
the object”. Hence, perception is rather activadpducted by means of eye, head and body
movements. Thus, eye, head and body movementsaateopan active appropriation of

exhibitions and exhibits.

In sum, when | say “appropriation of exhibitions Wigitors”, | mean the active embodied

appropriation of exhibitions by the visitor who fsgms particular movement patterns. Thus,

this appropriation mediates between the affiocgs of exhibitions and the  exhibition
29



experience. This appropriation is connected with éxhibition’s affordances or rather is
based on them and leads to a particular exhibigxperience. Hence, my term of
appropriation is complementing the interconnectaddt of affordance, experience and

appropriation.

How exactly do museum visitors actively appropriahibitions? What kind of movement
patterns do they apply for this active approprig@idBefore | present my research results in
Chapter 4 5 and 6, here some previous classifications of movemeritepes by other

scientists shall be introduced as a useful pointepiarture.

The cultural scientist Aleida Assmann (1995) and #ociologist Heiner Treinen (1988)
already identified two major movement patterns: tlomg gaze” (der “lange Blick®) by
Assmann and “cultural window shopping” (“kulturedlavindow shopping”) by Treinen.
Whereas Aleida Assmann’s term belongs to the gémecaption of objects in the world,
Heiner Treinen’s term actually refers to museunitmisbehaviour. Nevertheless, both terms
belong to the same state of consciousness thatatkazes museum visits: aesthetic

contemplation.

Aleida Assmann (1995: 240-242) differentiates betwthe “quick look” and the “long gaze”.
Assmann bases these two different ways to looketorld upon the idea that the world can
be read as a text. The “quick look” at the worldame “reading” the signs of the world and
hence transforming the world into knowledge abbetworld. The “long gaze” is defined as
staring (“gazing”) contemplatively at the matetialf the world without reading it and hence
without transforming it (into knowledge). It is dhaterized by “suddenness”
(“Plotzlichkeit”), subjective un-knowing and “ecstd (“Ekstase”) (Assmann 1995: 248).
Hence, the “long gaze” can be described as a fiated gaze” (“faszinierte(r) Blick”)
(Assmann 1995: 249).

Treinen’s (1988: 33) term of “cultural window shapg’ is an exemplary movement pattern
of what he calls “active snoozing” (“aktive(s) Dé8e According to Treinen (1988: 33), most
museum visitors are looking for amusement (“Zetgtrg”) in museums compared to
watching television. Hence, “active snoozing” letsitors stroll around exhibitions like they
stroll around towns where they are “Window Shoppiig the malls. It seems the only
difference is the cultural aspect of museums. Wisittconsequently do not learn much new
knowledge just by “cultural window shopping” museumnstead they search for the
confirmation of their previous knowledge. Thus, ifiem is critical with the notion of
museums as learning settings.
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Further movement patterns were already identifigdhle pioneering exploratory MET study
of Mayr et al. (2009). Firstly, they (2009: 116)eady reported behaviour that “serves as
initial selection of information and visual searddrid that “During early processing stages,
pictorial information or text is quickly skimmed@scanned, so that a viewer gets the gist of
a scene very quickly”. These eye movements seree¢atate oneself and get an overview of
the display. Secondly, they report on fixations tladternate” between exhibits (Mayr et al.
2009: 193-194), a phenomenon that | will call “eltging gaze” later.

Thus, these examples of movement patterns “longe”gdzultural window shopping”,
“alternating gaze” and gazes for orientation andreew are the starting point of my MET
guest for movement patterns of museum visitorsillldgmonstrate irChapters 4and6 that

my MET studies also validate these movement pattémsum, the research presented in this
thesis identified 26 movement patterns includirgsth A complete list of all these movement
patterns is presented @hapter 8in Table 17 paragraph 8.2.1. Visitors’ Movementtétats:
The Complete Master List.

Mayr et al. (2009) conducted their exploratory MEfudy in “a small exhibition about
nanotechnology” (2009: 191-192), providing “firshsights into informal learning in
museums” (Mayr et al. 2009: 195) at the KnowledgedM Research Centre in Tuebingen,
Germany. However, Mayr et al. neglect that visitars not simply “integrating information
that is spatially distributed” (p. 190) but are aggd in what could be called “appropriating”
the exhibition. Appropriating exhibitions means tthasitors are not only gathering
information but also actively looking for an emetad and aesthetic experience (Hein 2000)
in a particular social setting (Falk & Dierking Z)1Now let us have a closer look at visitors’

experiences in museum exhibitions.

2.3. Experience in Museum Exhibitions

First, to speak of “experience” in the context aisaum exhibitions should not be taken for
granted. We only recently speak of “museum expegénlue to the shift to a constructivist

approach to museums that defines knowledge anustag always something constructed and
hence revises the museum tasks. One of these dawigseeum tasks is to provide experiences
for visitors via authentic objects (Hein 2000). ldencontemporary museums “feature objects

as means to experience rather than as endisemselves” (Hein 2000: 71) and hence
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contemporary exhibitions shift “from (exhibitingbjects used as evidence to objects that
evoke experience” (Hein 2000: 79; addition in begskby the author of this thesis).

Secondly, the museum experience is defined has thorgeall comprising; hence, it is
defined as a “gestalt” (Falk & Dierking 2013: 1734) and is therefore considered as a
holistic experience. Thus according to Falk & Diagk(2013: 192):

“Many aspects beyond the museum’s exhibitions, pmog, and
media influence the visitor's experience, includpayking, restrooms,
shops, and food service. Unlike most museum priofieals, visitors
do not view these aspects of the museum as sedaratgons; the

visitor sees the museum as a seamless whole”.

Furthermore, it is not only reduced to the actuabeum visit but it also comprises the time
before and after the visit; hence, the reasonsfdife) visiting and the processing of the
experience of the actual visit afterwards belorgetber (Falk & Dierking 2013). According

to Falk & Dierking (2013: 33), “The Museum Expemencan be understood using the
Contextual Model of Learning” that they establishad1992 then called the “Interactive

Experience Model”. The “Contextual Model of Leamiircomprises three contexts that are
interconnected with each other over time: (i) therspnal context, (ii) the sociocultural

context and the (iii) physical context.

() The personal context entails “prior experience®rests, knowledge, beliefs and
values” (Falk & Dierking 2013: 33) of the singlesitor.

(i) The sociocultural context refers to the museum ‘@seaietal institution” (Falk &
Dierking 2013: 33) and the socio-cultural charaofest museum visit.

(i)  The physical context comprises the building, theilgikions with their exhibits

and the provided information in the form of labatgl media, etc.

In sum, “Whatever the visitor does focus on isfid through the personal context, mediated
by the sociocultural context, and embedded withia physical context” (Falk & Dierking
2013: 30).

Thirdly, one can also define the visitor's expecenin museums as incorporating the
following aspects of experience: (i) learning, &8sthetic, (iii) (more or less) multisensory,
(iv) bodily, (v) emotional, (vi) social and (vii) entaming. These aspects are not separated

but rather intertwined with each other. For preatom purposes, these aspects are described
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separately. The descriptions shall only providdéasdur of the several museum experience
aspects; otherwise, the descriptions of these &speculd go beyond the scope of this

chapter.

() Learning experience:

Museums and exhibitions are defined as informatnieg settings in contrast to formal
learning settings in schools and universities (Soh&015). Thus, Falk & Dierking (2002)
define learning in museums as “free choice” leagninat depends on the free will of the
learner in contrast to the will of the teacher; ¢deenfree choice is connected to intrinsic
motivation in contrast to extrinsic motivation. Tefre, Rounds defines learning in museums
as driven by a curiosity that aims at “wide butlkive’ learning in contrast to “narrow but
deep” learning in formal learning settings. Accoglito Schwan (2015) the actual learning
situation within an exhibition can be modelled agrenor less formal or informal depending
on formalisation factors like visits as part of sghgroups or as part of guided tours. Hence,
the concrete learning situation in museum exhibitga rather mixed form depending on the

concrete learning process, setting, aims and conten

How can learning in museums be investigated? \fisgsearch changed in a similar way to
the change of the psychological definition of leagnfrom result and effects to process
(Schwan 2015). This change is also connected tshliefrom behaviouristic visitor research
to constructivist visitor research (Kirchberg 2019jithin this shift, new research methods
are applied like MET combined with verbal repoiagr et al. 2009, Eghbal-Azar & Widlok
2013, Filippini-Fantoni et al. 2013).

My research also focuses not on the concrete lggroutcomes of the museum visits but
instead on the learning processes that go alonly thé appropriation of exhibitions and

exhibits by distinct, recurrent and systematic éyad, trunk and body movements.

(i) Aesthetic experience:

Visitor researchers who focus on the learning aspkethe museum experience often tend to

neglect the aesthetic experience of exhibgtitimat cannot be evaluated in terms of
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information processing as in Mayr et al. (2009).isThas often been criticised by my
colleagues from th&nowledge & Museunproject. However, what exactly is an aesthetic

museum experience? The philosopher Hilde Hein (2080) provides a concrete answer:

“The merit of aesthetic experience is that its eals taken to be
intrinsic. It is an end in itself, enjoyable withtoreference to further

conseqguences, complete within itself”.

It involves a contemplative state of mind. Art muises are the prototype for such aesthetic
experience but the wave splashed over to other ums@nd thus not only literature but also

ethnographic museums recently focus on aesthepierences although these other museums
provide a different kind of aesthetic experiencei(H2000). My research does not focus on

aesthetic experiences, although | will presentexample in the last chapter.

(iii) Multisensory experience:

Museum experiences can be multisensory experietiepending on the exhibition design
(Levent & Pascual-Leone 2014). Of course, primaogcause we mainly view exhibitions,
the most applied sense is the visual sense. Howesealso hear and listen to other museum
visitors, audio guides, spots for music examples,., ewhich influence the museum
experience. Due to the shift to more hands-on éshithe haptic sense also becomes more
applied and the sense of smell belongs to this isem$ory experience of exhibitions.
Exemplary evidence for this multisensory experieaicd the influence of other senses on the
visual sense will follow irChapter 8.This section will demonstrate that MET combinedhwit
cued retrospective reporting also interweave thesee by providing hints for the use of

senses beyond vision.

In sum, we stroll through exhibitions with our cdete body including all our senses.

Although vision is the dominant sense and the anaihly focus on in this research.

(iv)  Bodily experience:

As the museum experience is a multisensory expegjethe museum experience is also a
bodily experience, because visitors stroll throaghibitions (Korff & Thiemeyer 2008) with
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their complete body including all senses and thedmi hat is why embodiment plays such a
crucial role in a museum (learning) experience likidescribed above in the section about

“appropriation”.

This bodily aspect of the museum experience isnaariously in my research as | am not
only focusing on eye movements but also on the heddoody movements that visitors make

when strolling through the three dimensional exiohi space.

(V) Emotional experience:

Watson (2015) summarizes the current state ohatteémotions and cognition are intertwined
in human beings. She points out that museums a&wagicg emotional experiences through
design, the use of media, objects and narrativeestoShe states that research has only
recently investigated the emotional aspects ofwvisgors’ museum experience. Until then
“Emotions have been strangely neglected in the rthemd practice of museums and
galleries” (Watson 2015: 286).

Much of the visitor research focusing on emotiasancerned with the role of emotions in
learning (Falk & Dierking 2002 and Falk & Gillesp©09 quoted by Watson 2015: 286).
Only very recently has the emotional aspect of et experience of artworks been
researched. This investigation was performed bytbgct “Emotion: Mapping the Museum

Experience” littp://www.mapping-museum-experience.cprm an integrated methodology

by Merging Movement Tracking, Physiology, and Psyahicll Data of specific artworks
(Trondle et al. 2014).

As the reader will see later on that the instructimr visitors’ reporting in my visitor research
also clearly solicited reports about the feelingstors’ felt while they were viewing the
exhibition.

(vi)  Social experience:

Emotions can be shared with others. We stroll thinoaxhibitions not only with our own

body but also with the companionship of othersg likiends and family members or

foreigners like other museum visitors or musestaff members. Hence, the  museum
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experience is defined as a social experience (&dlkerking 2013). This social experience
entails the possibility to talk about the exhihitiovith each other which leads to better
information processing and hence to better learafferts (Falk & Dierking 2000).

As will be shown, the social aspect is also vatidhie movement patterns of visitors but apart
from that, the social aspect was neglected in nsjtori research due to reasons of

practicability.

(viiy  Entertaining experience:

This social museum experience cannot only be enhmedtit can be also entertaining in
exhibitions themselves, in guided tours, in workshand other events. As we just learned
according to the “Contextual Model of Learning ateing in museums is not only reduced to
the exhibition visit (Falk & Dierking 2013). Thughe educational role of museums also
enhances guided tours and events as well as théarreof these (Hooper-Greenhill 1999).
Hence, the museum experience can be defined agpamnience that is characterized by a
mixture of education and entertainment. Museumsptaees ofeduainment, which is why
education and entertainment in museums should ec& lgjuestion of either/or but rather
should be one incorporating agenda of the exhibiti@kers (Falk et al. 1998). According to
Falk et al. (1998: 117-118), “education and entemt@nt should not be viewed as mutually
exclusive motivations for coming to a museum buhera as complementary aspects of a

complex leisure experience”.

My research focuses on the edutainment aspeceahtiseum experience provided by digital
guides. In sum, my research contributes mainly e kearning aspect of the museum
experience focusing on the visual sense that isrpueated in the whole visitor body that
strolls through exhibitions, thereby concentratimy single visitors and not on groups. It
focuses only on the emotional experience. Furtheemthis research contributes to the

edutainment of visitors through digital media.

Where exactly is this holistic multifaceted museearperience gained? What is the field of
museum exhibitions and of my audience researchtlg®ad general introduction into the

field is provided in the next paragraph.
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2.4. Museum Exhibitions

After describing the affordances, appropriationd amperiences in museums exhibitions, |
want to briefly define museums and museum exhibstidcurthermore, | introduce the two
types of museums that are relevant for my reseaetfmographic museums displaying
Oceania in Germany and historico-cultural literatomuseums in Germany. This knowledge
shall prepare the reader for the detailed desoriptif the two research settings “The South
Sea Oases — Life and Survival in the Western Raakhibition at the Linden-Museum in
Stuttgart and the “nexus” exhibition at the LiMoNrarbach a. N. presented@hapter 3

2.4.1. Museums and Museum Exhibitions

According to Anke te Heesen (2012), the origin led museum can be placed in different
periods depending on the aspect you want to stiggessing the long history of this
institution, the term “museum” is derived from tBeeek term “Mouseion” which means a
temple for the Muses, the goddesses of arts in kGneghology. Hence, a museum is a
building for the study of arts. Stressing the sifenaspect, the history of the museums starts
with the cabinets of arts and wonder in the Renaiss (cf. also Macdonald 1998). Stressing
the opening to the public, the history of museumastsin the second half of the”leentury.

In the 19" Century, when the museum landscape was formed aknew it today, the
academic disciplines at universities and the rdsmeenuseums had a strong connection
(Hartung 2010). Currently our projeétnowledge & Museunor the Humboldt-Forum in
Berlin try to reconnect them again.

Let me briefly indicate that this thesis is aboutseum exhibitions in the sense of exhibitions
that are integrated in a museum rather than extnisithosted elsewhere. According to Anke
te Heesen (2012), museums and exhibitions areheosame although currently these terms
are often mixed. Historically the term “exhibitiors derived from the Latin “exponere” and
initially emerged in the I8century. The two terms “museum” and “exhibition” revédrought
together at the end of the "i@entury. Hence, the current museum incorporatesonbt
collections but also exhibitions.

In my experience, visitors are usually not awarehed difference and the multifaceted tasks
and rooms a museum entails behind the scenes. tRelems | focus on museum exhibitions

since they are physically integrated into the maosewhich is a building with its history, a
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place of collection, conservation, research, dis@ad knowledge transfer. This physical

integration stands in contrast to exhibitions twate historically created elsewhere and for

rather economic reasons.

Apart from that, museums have gone through manygds The most recent and important

ones are: (i) the opening to the public, (ii) tharhing aspect, (iii) the idea of the participatory

museum and (iv) the implementation of digital gsidEhese changes are as follows:

(i)

(ii)

(i)

(iv)

The history of museums is characterised by demisatain and opening to the public.
At the end of the 1®century, the emerging educated middle-class gotliamce to
gain more cultural capital (Bourdieu 1982, Laukb®613) and thus strengthen their
position in society. Bourdieu (as mentioned abofigdred out that the museum
visitors are still higher educated in the™ntury and no one in the $tentury
would deny that. This main result of Bourdieu prédsd in The Love of Art
(1969/1997) is still valid and became common sense.

The learning aspect as described above is crumidhé current museum definition. It
is clearly a task for exhibition makers to focus the learning aspect of their
exhibitions.

Consequently, the idea of providing further podsies for active visitor participation
emerged instead of the previous passive consumpfi&mowledge. The idea of the
participatory museum that engages the museum rgstto actively participate and
contribute to museum exhibitions, most famouslyrespnted by the American
designer Nina Simon. Simon (2010: 18) asks, “howtigpants’ actions will
contribute positively to the institution and toudte audiences”. She blames the design
of participatory offerings to museum visitors féreir unhelpful outcome instead of
blaming the visitors themselves.

Often museums provide digital guides for engagiisifors actively in exhibitions as
described inChapter 1 This implementation and rise of digital guidesnmuseum
exhibitions changed the museums image and workedlsas it changes the museum

visitor behaviour. Thus, it provides also a neweegsh area for visitor studies.

Today the term “museum” is defined by the Intemal Council of Museums (ICOM 2015;

Statutes art. 3 para. 1) as “a non-profit, permamestitution in the service of society and its

development, open to the public, which acquiresserves, researches, communicates and
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exhibits the tangible and intangible heritage afhlanity and its environment for the purposes

of education, study and enjoyment”.

However, the museum does not exist” as Sharon Macdonald (199@akkts in original)

already correctly summarized. Hence to classifyennss according to their main collections
into museums types like art museums, historicodcaltmuseums, ethnographic museums,
natural history museums and scientific/techniquesenms, etc. is reductionist (Hartung

2010: 8) and over-simplifies the museum landscape.

2.4.2. Ethnographic and Historico-Cultural Literature Muse ums

Nevertheless due to the research settings in hieisig | want to shed light on two museum
types: ethnographic museums, especially the histofryethnographic museums with
exhibitions about Oceania in Germany, and histecigibural museums, especially literature

museums in Germany.

Ethnographic museums (displaying Oceania in Germany

The German term “Siudsee” (South Sea) is derivenh fEpanish navigator Vasco Nufiez de
Balboa’s titling “Mar del Sur” and the term “Pakifi (Pacific) is derived from Portuguese

navigator Ferndo Magelhaes titling “Mar Pacificn’regards to the competitive colonisation
powers (Kaufmann 2008: 36) and the calm sea heriexped (Wendt 2013: 43). The term
“Oceania” comprises three regions of the Pacifice(t 2013: 43): Micronesia (‘small

islands’ north of New Guinea and east of the Ppifips), Melanesia (‘dark islands’ — due to
the dark colour of the indigenous skin — compridieyw Guinea and the islands East to Fiji)
and Polynesia (‘many islands’; a triangle of masignds from Hawai'i, to the Easter Islands
and New Zealand including also Tahiti, Samoa andgad. Sometimes Australia and these

three regions are summarized as ‘Oceania’, too.

Although once the connection between European @®Em and the “Sudsee” was strong,
Christian Kaufmann (2008) describes the potentiss lof the “Stidsee” in Europe. He starts
with the history of the collections, museums anccegtion of the “Stidsee” in Europe and

German speaking regions. Kaufmann (2008) dividesshistory into different periods.
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Firstly, the cabinets of curiosity showed curiastof the “savages” to the sovereigns at home
in the 17" century until 1850. Secondly, from 1800-1914 ethaphic museums or so-called
“Volkerkundliche Sammlungen” (“ethnographic collects”) were established to show
original objects of the colonised “primitives” wiveere conceived as still living like we lived
in the Stone Age. Hence, the perception of indigemmeople was framed by evolutionary
thoughts. Thirdly, from 1890-1980 so-called “Vélkendemuseen” were established that
displayed objects of so-called “Naturvolker” (“pitime people”) — conceived as living like
“hunters-and gatherers” — as evidence for cultthraswere thought of as dying out. Fourthly,
from the 1960s until approximately 2010 museums ciilizations or cultures were
established. These museums display objects inguplmtographs as memories of the past
and the present developing nations that experiena#dral revivals in many regards. This

period is characterized by re-contextualisationlgécts for the present time.

Through all these periods an ambivalent perceptibthe “Sudsee” ranging from being
Paradise to being the homeland of “noble savagés) are cannibals was manifested and is
still influencing the contemporary (visitor) pertiem (of ethnographic exhibitions) in
Germany (Kaufmann 2008; Wendt 2013). Reinhardt WE€2@{L 3) attributes this ambivalent
perception to European desires and critiques agamesr own society in Europe or in
Germany. He refers to Gabriele Durbeck’s term “@raa” (Durbeck 2007: 4-6), which she
created referring to Edward Said’s (1978) term ©Ofiéntalism”, for the German literature
about Oceania between 1815 and 1914. In his b@olentalism Said reveals that our
perception of the Orient is rather connected toexyectations of it. Hence, our perception of
the “Sldsee” was and — believe — is still a Eurbegemisperception. As it will be shown in
the exhibition description the exhibition makersated the special exhibition called “South
Sea Oases: Life and Survival in the Western Padifimden-Museum in Stuttgart) because
they wanted to play with our prejudices and mispgtion. They counterpoint our biases with
the contemporary reality of the destruction ofrislé due to the rise of the sea levels from

global warming.

Hence, the perception of the “South Sea” and iesentation in German museums is a
highly political issue as Sharon Macdonald putgerierally in her edited bodkhe Politics of
Display (1998: 3) with reference to Michel FoucaulPsscipline and Punish: the Birth of the
Prison(1977) andGovernmentality1991):

* Another destruction was happening to Oceania dseveral nuclear weapons tests; the atomic teStebySA
on the Bikini Atoll is the most famous one (Wen6t.3).
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“Politics, in other words, lies not just in policstatements and
intentions (though these are important) but als@pparently non-
political and even ‘minor details, such as the hitecture of
buildings, the classification and juxtaposition aftefacts in an
exhibition, the use of glass cases or interactiges, the presence or

lack of a voice-over on a film”.

Hence, visitor research should be based on a éétdéscription of the respective museum

exhibitions regarding these aspects.

There are approximately 30-38 ethnographic musean@ermany depending on the source
you choose (DGV 2015). They range from big and fasnones that are financed by the
government of the respective state or city or ryrubiversities or by foundations to small
ones that are sometimes even run on a voluntarg.bdany of these ethnographic museums
have an Oceanic collection. An official coetpl list of all ethnographic collections in
Germany does not currently exist (personal comnatimin with Larissa Forster — head of the
working group “museum” in the Deutsche GesellsckiaftVolkerkunde — on "3 November
2015). Accordingly, a few big and famous exampldshave to suffice here:

Ethnologisches Museum in Berlin-Dahlem

Museum fir Vélkerkunde in Hamburg

Grassi Museum fur Volkerkunde in Leipzig

Museum Funf Kontinente, Staatliches Museum fur ¥itkinde in Munich
Rautenstrauch Joest Museum fur Voélkerkunde of Gadog
Uberseemuseum in Bremen

Weltkulturen Museum in Frankfurt

Linden-Museum — Staatliches Museum fur Volkerkumd8tuttgart

Ethnographic museum exhibitions about Oceania imm@ey are based on their huge
collections of Oceanic exhibits (Kaufmann 2008).eTimultifarious “Ethnographika”
(ethnographic objects) were brought to the natarsiory or ethnographic museums by
private collectors, trading houses or by exped#ionganized by the museums themselves.
These “Ethnographika” were bought, bartered or estten. Especially the “Hamburger
Sudsee Expedition” (Hamburg’'s South Sea exjpedi from 1908-1910 enlarged these

41



collections and produced a huge amount of liteeatibout the expedition and its collection

comprising 17 volumes in 29 parts (Kaufmann 200@ndt 2013).

Firstly, the main aim was to collect as many olgexs possible; later the provenance and
contextualization became more important (Lauk@@t3). Due to the evolutionary mindsets
at that time, collecting objects was seen as ragcthem from being lost and destroyed,
“womit sich Volkerkunde und Kolonialismus gegenggitlegitimierten” (“with what

anthropology and colonialism legitimized each othieaukotter 2013: 242).

As the history of ethnographic museums in Germaastss with colonization, ethnographic
museums in Germany are currently discussed as tjqobsniale Erinnerungsorte” (“post-

colonial places of remembrance”) in the contexthef establishment of the Humboldt-Forum
in Berlin (Laukétter 2013: 233). Hence, issues wifwral appropriation by the ethnographic
museums are often discussed and even researchiedtbur

At the end of the 19 century according to Laukétter (2013: 238; italics original)
“Volkerkundemuseewollten und konnten also keine »Voélker« zeigen,dson stattdessen
Reprasentationen ihrer kulturellen Ausdrucksfornf@&thnographic museums did not want
and could not display ethnic groups but rather ldispepresentations of their cultural
expressions”). Thus viewing so-called “Ethnographik‘ethnographic objects”) became a
crucial moment for ethnographic exhibitions by pdiovg the perception of the culturally
close and familiar realities of one’s own cultureldhe culturally distant and foreign realities
of other cultures. These differences between ‘nsl @hem’ were viewed according to the
evolutionary worldview of that time and were vatield by ethnographic objects. However,
the selection criteria of ethnographic objects dsplay were not transparent for museum
visitors (Laukotter 2013). Laukoétter's estimatioh the former situation of ethnographic

museums seems still valid for contemporary ethrgcamuseum and their visitors.

Historico-cultural museums and the special caselitdrature museums (in Germany)

Historico-cultural museums usually exhibit objectdated to the local history of the
respective region. These museums comprise a widgeraf different issues like archaeology,

local industries, religion, music, literature dttname a few.
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There are more than 200 literature museums in Gerr{laussin 2001). Scheuffelen (2001:

48-49) differentiates between four types of litaratmuseums: (i) memorials at authentic
places, (ii) literature museums close to but ngpldiyed at authentic places, (iii) literature
departments at museums of local history and (iudtental exhibitions at public places like

libraries, schools, etc. To build museums for digpig literature is very seldom done and my
research setting the LiMo in Marbach a. N. is oh¢éhese exceptions. The establishment of
the LiMo was conceptualized at the beginning of tiew millennium — a phase of rethinking

literature exhibitions as was done by the confezefichterhduser im Wandel” at the

Museum for Literature am Oberrhein in Karlsruh@00.

At this conference Susanne Lange-Greve (2001), wioked at the Schiller National
Museum in Marbach a. N. in 1990, differentiatesnaein poet houses that work as memorial
places for particular authors stressing literahistory and exhibitions about literature itself.
She compares the latter literature exhibitions &ithexhibitions as literature shares the same
features as artworks, because both are forms pbath are made of signs that transport
ambiguous meanings. Hence, “Literaturausstellurgled eine Form des Nachdenkens Uber
Literatur anhand von Exponaten” (“Literature exhdms are a kind of thinking about
literature via exhibits”; Lange-Greve 2001: 30)teature exhibitions should not tell the
visitors what to think but enable visitors to aetiv interpret these meanings themselves.
Besides, Lange-Greve thinks that literature exiobg face the same de- and
recontextualisation of exhibits as all other kind€xhibitions do.

Similar to the comparison of literature exhibitiongh art exhibition by Lange-Greve, Hans
Joachim Klein (2001), who is the founder of the rigam fur Evaluation und
Besucherforschung” (ZEB) (Centre for Evaluation ariditor Research) at the Badisches
Landesmuseum in Karlsruhe, Germany, compares tgettgroup of literature museums with
the target group of art museums. He states thadiffexence between these target groups is
that exhibiting literature is far more difficult dns only interesting for an expert audience.

Hence, this characterization distinguishes liteatauseums from ethnographic museums.

2.5. Conclusion

In sum, this chapter provided a flavour of fundatakooncepts and terms like the ‘theory of
affordance’ by Gibson (1979), the appropriatiorexiiibits and exhibitions by the visitors,
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and the contemporary multi-faceted museum expeziettcdemonstrated first hints that
particular affordances might lead to particulartidis movement patterns, which shall be
demonstrated iChapters 4, 5 and.@t defined the appropriation of exhibits and ditions

as a performative act that is executed throughraedestinct, recurrent and systematic eye,
head, trunk and body movements. This embodimenmo$eum exhibitions shapes the
museum experience. Hence, the visual sense maiolyeXclusively) guides our learning,

aesthetic, bodily, emotional, social and entertegmmuseum experience.

This chapter also defined the broader setting of thsearch — “museum” and “museum
exhibitions” — and provided a brief history of etignaphic and literature museums in
Germany. This was done to prepare the reader frdttailed descriptions of the two
investigated research settings: the “South Sea €dsée and Survival in the Western
Pacific” exhibition at the Linden Museum Stuttgand the “nexus” exhibition at the LiMo in

Marbach a. N. presented in the followi@yapter 3
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3. The Two Museum Exhibitions: Research at the LinderMuseum in Stuttgart and the

Museum of Modern Literature in Marbach a. N.

This chapter provides descriptions of the two cameg exhibitions and their museums: the
temporary special “South Sea Oases: Life and Salmvthe Western Pacific” exhibition at
the Linden-Museum in Stuttgart and the permaneseixis” exhibition at the Museum of
Modern Literature (LiMo) in Marbach a. N. As thecis of my research is on the
ethnographic exhibition “South Sea Oases: Life &unlvival in the Western Pacific” the
description of it will be more extensive than abthg “nexus” exhibition. Hence the floor
plan will be more detailed and four selected sestiof the “South Sea Oases: Life and
Survival Western Pacific” exhibition will be dedoed in detail. Nevertheless both general
descriptions concentrate on these aspects: thgtmokds of the research or its context, short
histories of the museums, short descriptions of theseums as the hosting institutions,
detailed descriptions of the researched exhibifitimsir digital guides, and last but not least
short characterizations of their typical visitofs the reader will see, these two exhibitions
and their hosting museums are quite different lotregards to their subject matter but also
in other ways. Hence, this chapter concludes witorament on the comparability of these

two exhibitions as the research settings to studyament patterns in.

3.1. The Temporary Special Exhibition “South Sea Oased:ife and Survival in the

Western Pacific” and its Audio Guide at the LindenMuseum in Stuttgart

The description of the “South Sea Oases: Life amdi$al in the Western Pacific” exhibition
is based on my own documentation, interviews, pelscommunication, information on the
Linden-Museums website and the exhibition catalogjue two-fold: Firstly, | will describe it

in general whereas the main description will preval detailed floor plan. Secondly, | will
provide all information about four selected seddi@mn display: the “Men’s House Model
from Palau”, the “Original Outrigger Fishing Canfsem Yap”, one “Homogenous Display

Cabinet” and one “Heterogeneous Display Cabinet”.

45



3.1.1. General Description

The general description about the temporary spéSialith Sea Oases: Life and Survival in
the Western Pacific” exhibition at the Linden-Musein Stuttgart will entail the following:
the background of the research; the history ofLineen-Museum in Stuttgart; an overview
about the museum and its Oceania department; arajemgroduction to this special
exhibition and its audio guide; and last but natstea short characterization of the typical

Linden-Museum in Stuttgart visitors.

The Background

As mentioned in the introduction | conducted twsitar studies at the temporary special
exhibition “South Sea Oases: Life and Survivalhie Western Pacific” presented from th& 5
December 2009 until™June 2010 at the Linden-Museum in Stuttgart, cdrdig Ingrid
Heermann in cooperation with Ulrich Menter. Thedad®es were designed to identify
movement patterns and the influence of the audidegan them. These visitor studies were
solely conducted for my PhD thesis. | have a stroognection to the Linden-Museum in
Stuttgart, as this museum was my reason for stgdgirtural anthropology. Through the
years | worked at the Linden-Museum: first as aenus attendant; then as an intern within
the public relations department; and finally asreefancer within the museum education
department for the special exhibition about Augrah 2005/2006. Hence, the Linden-

Museum and | have a strong and old personal history

The History

The Linden-Museum — headed by Inés de Castro £0&6 — was established at Hegelplatz
in Stuttgart in 1911. It is a neo-classical buifglihat was built by Bihl and Woltz according
to the construction plan of their architect GeorgselE (Wurttembergischer
Kunstgewerbeverein 1908/1909: 216-217).

The history of the Linden-Museum started with therfdation of the “Association for Trade,
Geography, and Promotion of German Interests Abrosd 1882 (original name:

“Wiurttembergischer Verein fir Handelsgeographie @@dderung deutscher Interessen im
Ausland e. V")) which is currently called d8ety for Geography and Ethnography in
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Stuttgart” (original name: “Gesellschaft fur ErdaduVolkerkunde zu Stuttgart e. V”; Linden-
Museum in Stuttgart website 2014a). This associatvias founded to establish new trading
opportunities beyond the European borders andftwnmthe people of Stuttgart about non-
European cultures. The idea of building a museuns Warn in 1884 at the beginning
colonization. Initially the idea was to build a neusn that focused on new trading
opportunities that opened at the “House of Econofoyiginal name: “Haus der Wirtschatft”)
in Stuttgart in 1889. Later since Count Linden wlaes head of the association, he changed
this aim to give preference for building an ethraganic museum, although Theodor Wanner,
the treasurer of the Association, still preferré@ focus on trading opportunities. As the
collection was growing, more space was needed. ¢jahevas decided to build a museum
building at Hegelplatz where it is still placed. M@nder that this museum was named after
Linden. Unfortunately Count Linden died before afzening (KuBmaul 1987: 10; de Castro
2014).

Although the era of German colonies ended afterHin& World War in 1918, the museum
still aimed to inform visitors about non-Europearitares. Luckily, it was mostly protected
against the Nazi-Regime. Parts of the building pads of the collection were lost during the
Second World War although many objects were sawedevmcuation. Being a private
museum for many years even the rebuilding was fmidy the budget of the association,
which left the association was in debt. Luckily ttigy of Stuttgart helped the association
since 1953, and since 1964 the country Baden-Wiibiteg also helped. Nevertheless not
until 1973 did the museum become a publicly govérmstitution. Since then the city of
Stuttgart and the country Baden-Wurttemberg equaltgl the museum — while the “Society
for Geography and Ethnography in Stuttgart” id gi@rt of the Linden-Museum as a friends’
association and still informs about non-Europealiuces by lectures or arranged travels.
After becoming a state museum, the urgently neeeleovations could be done from 1978 to
1985. Just in time for its 75th anniversary, theseum reopened with new permanent
exhibitions in 1985 and 1986 (Kul3maul 1987: 11,2¥3,de Castro 2014).

Due to the 100 anniversary in 2011, some changes have been madeetallic globe
presenting the logo of loxodromes (a spiral-shdpeicirculating around the poles) in front
of the building and the lettering Linden-Museumtahied on the building’s facade (de Castro
2014; Linden-Museum website 2014b).
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The Museum

Figure 3: The Linden-Museum in Stuttgart at Hegalp{photograph by Kira Eghbal-Azar
with kind permission from the Linden-Museum in &gatt)

Today the Linden-Museum (see Figure 3) is one ®tlost important ethnographic museums
in Europe. The collection of the Linden-Museum itutart encompasses 160 thousand
exhibits of the completely non-European world Huisinot all encompassing (audio guide

number 001). It is based on exemplary collecte@aibjand focuses on the cultural meanings
of these objects (KuBmaul 1987: 10).

At the time of data collection (December 2009 udtihe 2010) five permanent exhibitions
were on display: parts of the North America exlipiton the ground floor (whereas the
South America exhibition was closed due to theldispf the special exhibition), Africa and
the Islamic Orient on the first floor, South AsiadaEast Asia on the second floor. Through
the years, the exhibition space for the permandmbgion about the Oceania was minimized.
Since 2001 the permanent exhibition was shut dowehanly special exhibitions displayed

parts of Oceania (see Table 1):
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English Title Original Title Period Curator

Shape — Colour — FantasyForm — Farbe — 23rd May — | Ingrid Heerman
Pacific Art of New Britain| Phantasie. Siidseekunst 28" October

aus Neubritannien 2001
The Art of the Dreamtinr | Die Kunst der Traumze | 15" April — | Ingrid Heerman
24"
November
2002
The Art of the Australian | Kunst der Aborigines aus3rd Ingrid Heerman
Aborigines from the der Sammlung Peter W.| December
collection of Peter W. Klein 2005 - ¢
Klein July 2006
Dance of the Masks — Tanz der Masken — 1% April 2007 | Ingrid Heerman

Interim Exhibition of the | Interims Ausstellung in | — 18"May
Oceania Department at theler Ozeanien Abteilung | 2008

Linden Museum des Linden-Museums

South Sea Oases — Life | Suidsee-Oasen: Leben | 5" Decembe | Ingrid Heermann in

and Survival in the und Uberleben im 2009 — &' cooperation with
Western Pacific Westpazifik June 2010 Ulrich Menter
Maori. The First Maori. Die ersten 1% April — Fanny Wonu Veys
Inhabitants of New Bewohner Neuseelands| 14" October | und Ingrid
Zealand 2012 Heermann

Table 1: Temporary special exhibitions presentiaggof Oceania since the closing of the

permanent exhibition at the Linden-Museum in Saurttg

Firstly, the space was needed for the special @dmnli’'Shape — Colour — Fantasy*, secondly,
the space was needed for other special exhibitiengloped by other regional departments
and finally yet importantly, financial reasons aedra new permanent exhibition to date.

However maybe this is also a sign of the loss oédd@ Kaufmann (2008, sé&hapter 3
spoke of or rather the meaning shift of Oceania@ermany and their relationship: The first

principal of the Linden-Museum, Augustin Kramer,saaspecialist for Oceania (KuZmaul
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1987: 15). Once parts of Oceania became a coldmy dther collections at the Linden-
Museum started growing, like the one about Asial{ikaul 1987, 82 ff.). Now there is hardly
any connection to Oceania in our daily life andreaéthe universities in Germany, you will

hardly find professors who still study Oceania.

Although there are seven different regional depants in one institution they all share
common aims. Firstly, they wish to remain an etmapgic museum that informs visitors
about non-European cultures and promotes interalltlialogue. Secondly, the collections
are still the heart of the museum and the musewnwiges direct encounters via exhibits.
Thirdly, the museum still aims to serve its visstqiLinden-Museum in Stuttgart website
2014b). Thereby the Linden-Museum is still engagedhe four classical tasks, namely
collecting, restoring, researching and exhibitiAdnis is complemented by the museum

education program, lectures and events like thgarf®rmances, concerts, etc.

Besides the exhibition galleries, there are sevethér rooms and tasks located in the

museum. On the ground floor:

On the right: the Wanner hall named after the farineasurer Theodor Wanner for
lectures, events, and sometimes for very smallbatkbms at the back of the hall;
within the hall: the entrance to the library, beftine hall: the outsourced restaurant;

In the middle of the ground floor: the new info oter;
On the left of the ground floor: the museum shop.
On the first floor:

The film projection room that is used for variowsKks like meetings, film shows,

museum education offers, workshops etc.

Additionally there are several offices, storagemsprepair shops and ateliers for restoration
and photography on all floors (underneath, on dmva the exhibition levels) that are not
open to the public.
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The Exhibition

Figure 4: View from the entrance into the “Soutla &mases: Life and Survival in the Western
Pacific” exhibition (photograph by Kira Eghbal-Azaith kind permission from the Linden-
Museum in Stuttgart)

The “South Sea Oases: Life and Survival in the AfesPacific” exhibition (see Figure 4)

was a special temporary exhibition presenting @amesed 450 exhibits in 1200 m? based on
the Linden-Museum collections mainly collected bigiker and Senfft and loans from other
museums (Interview with Ingrid Heermann™October 2010, Heermann 2009: 7). Krdmer
was the first director of the Linden-Museum (as timred above) who travelled in

Micronesia as a naval doctor in 1898, and was #aal lof Hamburg’'s South Sea Expedition
in 1909/1910 (KuRBmaul 1987: 15, Heermann 2009: 3j, 3enfft worked for the district

office in Yap from 1904 until 1906 and provided legtions in 1901 and 1905 to Count
Linden for his museum (Heermann 2009: 7, 23). Unfaately, the Micronesia collections of
the Linden-Museum are sparsely documented and sslareds and atolls are inadequately
represented or even missing. Besides other souticespublication of the results of the
“Hamburgian South Sea Expedition” has beerstmlpful to contextualize the exhibits

(Heermann 2009: 23 and Interview with Ingrid Heenmad" October 2010).
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The idea for exhibiting Micronesia was born in a discussion with the colleagues Antje Denner
and Dietrich Schleip about Micronesia and climate change more than ten years ago before its
opening. They wondered what would happen if the one hundred year old exhibits lose their
countries of provenance. While working out the concept of the exhibition Ingrid Heermann
figured out that the climate has always been an important factor for the life and survival on
the islands and atolls (Heermann 2009: 5):

Only step by step it has become clear that surprisingly, it is the topic climate, in the
broader sense in terms of living under precarious climate conditions which links the past
to the present .

(Origina quote: Erst nach und nach wurde deutlich, dass es erstaunlicherweise gerade das
erweiterte Thema Klima im Sinne von Lebensgestaltung unter klimatisch unsicheren
Bedingungen ist, das gestern und heute verbindet .)

Hence navigation, boat building and rituals for controlling the weather conditions are crucial
issues for this exhibition. Additionally, the curator wants to present several qualities: firstly,
the region itself (see the maps presented in the exhibition in Figure 15 and 16) because it is
unknown to most of the visitors, secondly, the creativity of producing a broad variation of
items with only few available materials (weavings, jewellery, houses, weapons, tools etc.);
thirdly, the available food (mainly taro, breadfruit, pandanus, coconuts and fish); fourthly
particular characteristics (the Kiribati warriors, tattooing, tino sculptures from Nukuoro etc.);
and last but not least the cultural change through colonization considering that most exhibits
are aready made for European collectors. All issues demonstrate the difficulty of life and
survival that the Western Pacific is now facing they have always been at risk of stormy
weather and now climate change has brought new struggles. The connections between the
iIslands and atolls and their ritualized commodity exchange and adoption of children are the
solution and their socia safety net (Heermann 2009).

For a better illustration of the exhibition, | provide a detailed floor plan consisting of 10
figures. These figures show the seven galleries of the South Sea Oases: Life and Survival in
the Western Pacific exhibition. The floor plan provides the title of the galleries; the exhibits
within display cabinets and freestanding exhibits; interactive hands-on exhibits; position of
text panels, photos, films, children s play areas and audio guide spots (see the key presented
in Figures 5-14). The floor plan figures of the South Sea Oases. Life and Surviva in the
Western Pacific exhibition are joint work of my student assistant Linda Greci and the author.

Emma Steinbach did the proof reading of the English version.
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Floor Plan “South Sea Oases: Life and Survival in the Western Pacific”

General Overview

o=

Key

Colours:

- Dark grey: Platforms with exhibits and interactive hands-on exhibits

- Turquoise: Display cabinets with exhibits

- Black lines: For text panels, photos, films, gallery titles, exhibits on walls
or hanging from the ceiling

Numbers in brackets-:

(Number) = Audio guide spot
[Number] = Children’s play area

[T
1Hj1

L

[T

I

Figure 5: Floor plan part 1 of the “South Sea Oases: Life and Survival i the Western Pacific™ exhibition at the Linden-Museum Stuttgart (copyright Kira Eghbal-Azar)




Gallery 1 (untitled)

Kiribati warrior installation

(Platform 1)
Hands-on exhibit

Text panels and photos 1: “Fishing Game”

- “Land and Sea“ Large map

- “The Land" Overview of the Aquarium Text panels and photos 2 [2]:

- “The Sea” islands - “Coral Reefs — Rain Forests of the Sea”
- “Men and Women” Platform 3: - “Food from the Sea”

- “Knowledge” Small map Giant 265 shall - “Formation of the Atolls”

- “Spirits” (800) [1] sTridacna gigase - Diagram: “Formation of an Atoll”

Agquarium

Text panels and Large map Small map Platform 3

photos 1

Hands-on exhibit

Textpanels
andphotos2

Photo 1

andphotos3

Textpanels

Display cabinet 1 Display cabinet 2

Entrance

Photo 1: Warriors with Platform 1: Platform 2 (802): Text panels and photos 3:
“authentic” weapons Kiribati warrior installation Outrigger canoe »Wuvulu« - “land Use”

(801) - “Mangroves”
Diagram 1: Position of warriors in Display cabinet 2 [3]: - “Coconut Palms”
lllustration of leg combat Text panel: “Marine - “Freshwater Lens”
positioning during a fight . a Materials” - “Pandanus”

) Display cabinet 1: “ ; ”

shown through circles and BRIy € " e. e - “Taro —a Basic Staple

Text panel: “Kiribati — Coconut . o
letters on the wall . Exhibits: - “Breadfruit

: . Suits of Armour and Sharp . z

A: Warriors with lances Weapons” Axes, axe blades, adze, - Diagram: “Threat of the Fresh-
B: Assistants with lances Ray skin, needles, fruit water Lens by Storms and Rising
C: Replacement warriors scraper, Pandanus scraper, Sea Levels”

Exhibits: Ripping weapons,
suits of armour, corselets,
helmet, kidney belts

D: Audience dancing sticks

Figure 6: Floor plan part 2 of the “South Sea Oases: Life and Survival i the Western Pacific™ exhibition at the Linden-Museum Stuttgart (copyright Kira Eghbal-Azar) 54




Gallery 2, Part A: “High and Low-lying Islands”

Hanging display cabinet 1

Title: Platform 1 (805) [5]: (flat and hanging from the

“Hi IV Model of a “King’s Canoe”,  C&iling):

I:;izsa/?d S two models of a passenger  Fishhooks, shark hooks,
boat; hanging above: belt string with fishhooks,
Stick charts (Marshall canoe plug (Kiribati and

Rhoto d; Cange Islands) Marshall Islands)

Photo 2

Exhibit1Textpanell

Textpanel2

Exhibits2

Photo 3

Display cabinet 2

Display cabinet 3

Text panel 2: Platform 2: Display cabinet (804) [4]:

“The Art of Mat Weaving” - Display cabinet, left: Belts, clothing mats,
Tattoo mats and tattoo fans, belt string

Exhibits 2 on the wall: instruments (Marshall Islands) (Marshall Islands)

Two clothing mats - Display cabinet, right:
Pandanus-mallets (Marshall Photo 3: Women
Islands)

Photo 2: Sea, beach

Exhibit 1 on the wall:
Stick charts '

Text panel 1 [6]:
,The Marshall Islands”

Display cabinet 3:

Drums, neck jewellery,
necklaces, dancing sticks, belt
string (Marshall Islands)

Figure 7: Floor plan part 3 of the “South Sea Oases: Life and Survival i the Western Pacific” exkibition at the Linden-Museum Stuttgart (copyright Kira Eghbal-Azar)



Gallery 2, Part B: “High and Low-lying Islands”
Platforms, photos, and text panels

Text panels and photos 1:
- “Palau”
“The Men’s House »baic”

Photo 1: Landscape Photo 2:

Platform 1: Dancing scenes
Two photos: - Display cabinet, left: Text panel and photo 2:
Wlers hislses sculptures “The Ceremony of the Text panel and photo 3:

“Nan Madol —the Venice of
South Sea”

- Display cabinet, right: First Child”
Model of a syrup pot,
bowl, hanging pots with
lids, plates, ladle, oil

lamps (Palau)

Exhibits 1 on the wall (807):
Painted wooden beams from
a men’s house (Palau), gable
scultpture »dilukaic

Photo (life-size):
Woman with “authentic”
skirt

Reading spot
Catalogue “South Sea Oases”

xt panels and photos 2 Photo 2 Text panels and photo 3

Reading spot

Textpanelsandphotosl

Hands-on Exhibit

Emergency Exit

Platform 2: Platform 3 (806) [7]: Platform 5: Platform 6:
»galid<« house Men’s house model Text panel: - Display cabinet, bottom left:
(Palau) ybai lagaldp« (Palau) “The Breadfruit Ceremony on Aprons (Palau)

Chuuk” - Small display cabinet, middle:
Label: Platform 4 (810) [12]: Sling stones; hanging above:
)ga/,’d< houses Label: Exhibits: slings, clubs (Chuuk)

Exhibi

Men'‘s house model (left)
and »galid< house (right)

“Paddle Dances on Pohnpei”

ts:

Model of a king’s canoe,
dancing paddle (Pohnpei)

- Taro benches, syrup pots, bowls,
molasses pot (Palau)

- Carrying frame with breadfruit
bowl, breadfruit bowls and
dancing sticks (Chuuk)

Transparent photos hanging from
the ceiling: People with breadfruit
bowls

Display cabinet, right:
Weaver’s beams, jewellery
belt »tor« (Kosrae, Pohnpei)

Hands-on exhibit:
Plaiting of a four-sided string

Figure 8: Floor plan part 4 of the “South Sea Oases: Life and Survival i the Western Pacific” exhibition at the Linden-Museum Stuttgart (copyright Kira Eghbal-Azar)



Display cabinets

Display cabinet 4:
Text panel:

“Jewellery and Décor of
Kiribati“

Exhibit (from left to right):

Chest jewellery, necklaces (Kiribati),
headbands (Nauru), bag (Palau),
baskets (Kiribati), mats (Nauru),
necklaces (Mortlock-Islands, Chuuk)
(hanging), collars (Kiribati, Nauru),

ball (Tabiteuea, Kiribati), arm jewellery
(Nauru), sleeping mat (Pohnpei), hats
(Yap, Chuuk)

Photo: Man with jewellery

Gallery 2, Part B: , High and Low-lying Islands”

Display cabinet 5 (811):
Text panel:

“The Art of Weaving” y.

Exhibits (from top to bottom):
Decorative band, aprons »tol« (Kosrae),

ritual weaving machic (Fais) (hanging),

jewellery belts (Pohnpei), men’s aprons

(Western Quter Islands) (hanging),

weaving accessories (Kosrae), weaving

sample (Kosrae), clothing mats »peich«

(Woleai), weaving loom (Western Outer

Islands)

Textpanel

Displaycabinet5

. IS

Emergendy exit

1| Display cabinet 1 Display cabinet 2
i Text panel |Text panel Photo

Display cabinet 3

Display cabinet 4

Text panel b

Text panel

Display cabinet 1 (808):
Text panel:
“Palau — Money as Decoration”

Text panel:

Exhibits from Palau (from left to

Display cabinet 2:

“Jewellery of the Nauru Island —
Floating Impressions”

l_l

Display cabinet 3 (809) [10]:

Text panel:

“Turmeric, Spondylus and Coconut
Beads”

right):

Drinking vessel, pots, women'’s
money, spoons, money caddy,
money, decorative combs, bangle,
coconut cup, pregnancy belt

Exhibits from Nauru (from left to
right):

Necklace, ear rings, headbands,
pregnancy jewellery (hanging),
neckband, brush, ripping/scratching
weapon, necklace and chest
jewellery, headbands, slings for
catching Fregate birds

Photo: Women with jewellery

Exhibits from Chuuk (from left to

right):

Bandeau, decorative comb, belt,
poncho, head decoration, belt,
decorative comb, belt, mats (hanging),
necklace, ear rings (hanging), hair stick,
decorative combs, aprons for dancing

Figure 9: Floor plan part 5 of the “South Sea Oases: Life and Survival i the Western Pacific” exhibition at the Linden-Museum Stuttgart (copyright Kira Eghbal-Azar)




Gallery 3: “Deities and Spirits”

Photo 1:
“Scene of a
Healing”

Platform 1 with
Sculpture of the

deity stemdokl«
(Palau)

Photo 1

B
Bluecrinklewall

display cabinet (815):

Title:
“Deities and Spirits”

Platform 2:

Side posts »kalawas¢
of a men’s house
ybai< (Palau)

Title

Exhibits 2

Exhibits 1

Platform 4 (814):
Model of a sacred house
(Mogemag, Ulithi)

Platform 3:

Mask (Mortlock-
Inseln, Chuuk)

Exhibits 1 on the
wall (813):

Masks (Mortlock-
Inseln, Chuuk)

Blue crinkle wall made by
an artist depicting the

sea

Exhibits 2 hanging from

Platform 5 (812, 816)
[13] the ceiling:

»galid« house Sacrificial tray (Palau),
(Palau), ritual stick (Chuuk),
Triton shell horn »Lau« spirit boat (Palau,
(listening example Outer Islands)

by pressing a button)

(Pulo Ana)

Figure 10: Floor plan part 6 of the “South Sea Oases: Life and Survival in the Western Pacific” exhibition at the Linden-Museum Stuttgart (copyright Kira Eghbal-Azar)



Gallery 4: “Life on the Outer Islands”

Title:
“Life on the Outer Islands

"

Display cabinet 1:

- hanging: Photo 1 (817) [14]:

Oil container with rat proof (Yap), Community

bowl for toddy (palmwine) (Yap),

pot for toddy (Kiribati), pots (Palau), Film:

vessel for transporting fish (Nauru) “Lamotrek: Heritage of an

- standing: Island”

Limestone pot (Yap), drinking bowls (audio available on the audio
(Palau, Kiribati) guide)

Display
cabinet 1

o

2

Photo 1\"»

Text panel 1

Text panel 2

Installation 1:

Exhibits:

Fish trap (Kiribati), rake (Nauru),
bag (Palau), bowl with pestles
(Chuuk, Palau), coconut scrapers
(Chuuk, Nauru), hanging cradle
(Lamotrek), wrap-around skirts
slavalava« (Chuuk, Yap)

Installation 1

Installation 1

Installation 2

Photo 2: Village

Text panel 1:
“Everyday Life on
the Quter Islands”

Text panel 2:
“Past and Present”

Installation 2 (818):

Objekte:

Pestles, Pandanus mallets (Chuuk),
fish trap (Woleai), fishing nets
(Palau), hand nets (Tarawa, Kiriba-
ti), fishing net (Butaritari, Kiribati),
fish spears (Chuuk)

Figure 11: Floor plan part 7 of the “South Sea Oases: Life and Survival in the Western Pacific” exhibition at the Linden-Museum Stuttgart (copyright Kira Eghbal-Azar)
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