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Abstract

Beyond the Book: Alourney through thetreasures of the EmmersonCollection is an online
exhibition composed of several interconnected partsprose, images, photogrammetry, and
data. Rich photographic reproductions of rare materials from the Emmerson Collection which
contains more than 5,000 pamphlets and books from the fifteenthto eighteenth centuries,
mainly produced in England/ accompany seven stories on themes related to the collection.
These stories are enhanced with contextual information and woven together through curated
points of connection, as well as through a Linked Data Index. These elements contribute to the
dual objectives of the exhibition: to highlight the richness and materiality of items from the
Emmerson Collection for a general audience, and to provide context for this audience via the
many people, places, and events that contribute to a boak journey through time and spacg

hence, rBeyond the Book

To develop the site, | experimented with a new methodology for online exhibition
making. Using the cultural heritage ontology CIDOC CRM (International Committee for
Documentation / Conceptual Reference Model) and the semantic data platform
ResearchSpace, developed by the British Museum, | meticulously modelled, created, and
published Linked Dat related to the Emmerson Collection as a method of curatorial enquiry.
As well as communicating context within the exhibition by making the T 2 U R(@&Rist)0t &
between entities related to the Emmerson Collection explicit, this data encodes it in a versiéd
and durable form, in a way that can be repurposed and integrated into collection catalogues

and other resources.

Beyond the Bookalso addresses a knowledge gap in online exhibitiemaking: online
exhibitions of cultural heritage materialtypically either replicate the format of physical
exhibitionsy a static label alongside an imagg or, in cases of special projects and
collaborations, display a collection of interactive data. In both cases, their capacity to
communicate context for objects is limited: to retain viewer attention, label texts need to be
short and succinct, and for datato begin to express meaning, it needs to be connected and
contextualised. Beyond the Bookcombines both textual narratives and a Linked Data Index to
offer the viewer multiple ways into the exhibition and convey a rich web of context surrounding

the collection.



The process of experimenting with this method for online exhibiticimaking
demonstrated its reliance on collaboration; many parties and individuals contributed to and
influenced the development ofBeyond the Bookfrom inception to interface. Thus, the results of
this research project suggest that my method for online exhibitiormaking is reproducible if the

essential role collaboration plays in the application of this method is taken into consideration.

Vi
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1. Introduction

Beyond the Book: A Digital Journey through tigeasures of the EmmersorCollection is an
online exhibition composed of several interconnected parts: prose, images, photogrammetry,
and data.! Rich photographic reproductions of rare materials from theJlonnEmmerson
Collectiony which contains more than5,000 pamphlets and booksfrom the fifteenth to
eighteenth centuries, mainly produced in Englandy accompany seven stories on themes
related to the collection. These stories are enhanced with contextual information and woven
together through curated points of connection,as well as through a Linked Daténdex. These
elements contribute to the dualobjectives of the exhibition: to highlight the richness and
materiality of items from the Emmerson Collection for a general audience, and to provide
AYUqU+qWnVY! W6 Rt Wéeel RIUARWIWZ Re Wqd WWdeU! WGWYGHI3ALWC
journey through time and spacg 6 JURIAWHR 7 Iy UT Waqd6 W7 YVt

Beyond the Bookis an outcome of the Australian Research Council Linkage Project,
Transforming the Early Modern Archive: The Emmerson Collection at Slsdpported by the
Australian Government in partnership with State Library VictoriéSLV).The project was initiated
following the 2015 bequestof the bhn Emmerson Collection to SLVBringing together experts
in early modern studies and the digital humanities with specialist library staff, the project
investigated mwhat the collection contains, why it is significant and how it can be shared with
others.Hs Transforming the Early Modern Archiveras acollaboration between SLVand
researchers from four universities in Australia and New Zealand: the Australian National
University (lead), the University of Newcastle, La Trobe Universiggnd the Victoria University of
Wellington. Including myself, the project team was made up of the following members:

A Rosalind Smithy Professorof English and Director of the Centre for Early Modern

Studies at the Australian National University
A Mitchell Whitelawy Head of School of Artand Design at the Australian National

University;,

1 Julia Rodwellet al., IBeyond the Book: A digitglourney through the treasures of the Emmerson
Collection A &tate Library Victoria,accessed August 9, 2025https://beyondthebook.slv.vic.gov.au/.

29 U0q! DWnY! WE¢! ! W~ED B0 WE G &k R ¥ ASdiddaH AStiyng W fversity LL
accessed Jure 15, 2025.https://cems.anu.edu.au/emmerson -linkage-project.


https://beyondthebook.slv.vic.gov.au/
https://cems.anu.edu.au/emmerson-linkage-project

A Trisha Pendey Associate Professor of English and Writingand Director of the
Gender Research Network at the University of Newcastle

A Sarah C. E. Rosg Professor of English at Teélerenga WakaVictoria University of
Wellington;

A Paul Salzmary Emeritus Professor of English Literature at La Trobe University, and a
Conjoint Professor at The University of Newcastle

A Dr Anna Welcly Principal Librarian of History of the Book and Artat State Library

Victoria.

Beyond the Bookwas designed as an exhibition to make the Emmerson Collection
accessible to the Australian public; it is, in addition, a research outcome in several ways.
Through its seven stories, tle exhibition reflects thescholarly researchconducted into the
Emmerson Collectionby members of theTransforming the Early Modern Archiveroject team.
These stories situate the collection within multiple political, literary, material and historical
contexts, demonstratingits significance for academic scholarship across multiple fields.
Beyond the Bookis alsothe research outcome of ths PhDproject which demonstrates a new
methodology foronline exhibition-making thatuses data modellingand Linked Dataas a
method for curatorial enquiry. Using thecultural heritage ontology CIDOC CRMirfternational
Committee for Documentation / Conceptual Reference Modelpnd the semantic web platform
ResearchSpace developed by the British Museum, | meticulously modelled, created, and
published Linked Data related to the Emmerson Collection, weaving together the rich and
varied stories crafted by the project team. This data reveals and makes explicit connections
between various entities related to the collection. As well as communicating context within the
exhibition, it encodes this information in a versatile and durable form, in a way that can be
repurposed and integrated into collection catalogues and other resorces. As such, his

research project addresss the knowledge gaps outlined below:

Knowledge Gap: Data and Narrative

Online exhibitions of cultural heritage material typically privilege either curatorial
prosey often reduced to brief labels alongside imageg or interactive displays of
structured data, with each approach limiting the communication of context. Ad.ev
Manovich andJohannaDrucker suggest, narrative and data can complement rather
than compete with one another: prose offers interpretive depth, while data enables

exploration when connected and contextualised. This project addresses that gap by



integrating both inBeyond the Book combining textual narratives with a Linked Data
Index to provide multiple entry points and convey a rich web of relationships

surrounding the collection.

Knowledge Gap: Aura of Data

While scholars such as Boris Groysave explored how metadata and context contribute

qVYLWe W RNDRagclalWhcel ¢AK WI+#Rt qRUNWE GGl YEHGE It WYNaql
objects, overlooking the relational networks between them. This project addresses that

gap by developing a method for onlinexhibition-making that uses Linked Data to

HeGael DWeUT WrRYGGa URACqQUIWAYqé W6 JWeeal ¢ WY NWRUT |
I 130 ¢ q R a&hbeddirg) dhis éoftext within exhibitions and making it reusable in

institutional systems.

Knowledge Gap: Semantic Relationships and Curatorial Complexity

While StéphanieBertrand calls for complex semantic relationships and informational
density in collection databases, cultural institutions rarely implement these principles.
This project addresses that gap by manually creating Linked Data that shifts focus from
isolated objects to the connections between them, enriching both online collections

and exhibitions with curatorial complexity.

Knowledge Gap: Structured Curatorial Connections

Curatorial connections are rarely formalised in ways that make them interoperable and
gueryable. This project translates curatorial narratives into Linked Data statements,
enabling integration into catalogues, linking via shared entities, and supporting ne

modes of discovery.

Knowledge Gap: Generous and Contextual Interfaces for Linked Data

210 GRqUW~RaqHEG IGO0 W 6 RqlJRUsakld | LnbitcrElbckitage Linked Y 1 1J WhH N1
Data projects often focus on backend databases rather than interfaces that expose

and make context explorable To address this, his project integrates context-rich

Linked Data intoBeyond the Book + WWRUq I n¢ #HWUIWaqVY Wt 2 GGYIl quwU¢2RN¢

interpretation.



By addressing these knowledge gapany research supports the objectives of the
Transforming the Early Modern Archivproject in several ways Firstly, the process of modelling
data for display within the exhibition, and as a form of curatorial practice, was highly
collaborative and involved shared reflection betweemmyself and members of the project
teamy each with their own approach towards framing the collectionSecondly, te structured
and verbose nature of Linked Data encourages the teasing out of assumptions to make
t OYsawl nwe UT Wl Wt B¢l AG W+ GIRARQOW + W e HEAWE! W WJa
stories and research to LinkedData was partly an editorial exercise conducted in consultation
with the team. Through this practice | drew out their knowledge and provided additional context
to their stories,qy6 2+ WRUq I Gl DqRUNW6 WWad¢ Gkt W 13t J¢l H#E Wn Y
method supported the project's goal to make the EmmersorCollection accessible to a general
audience. Thirdly,my methodt ! Uqé 13t Rt It W6 DWGI YTUHRqWqKJe Gkt W 13t 1
modelling, where the exhibition stories overlapMy modelled data set provides a higHevel
snapshot of theitems from the collection and links them. N6 Rt Wl I nd WHqt Waqé WGl YT
investigate what the Emmerson Collection containsFurther, my method demonstrates how
Linked Data can be incorporated intaonline exhibitions to provide context for collections
56 RAGIW 2 GGYIl qt W2Rt RqY!I WRUqWI Gl DgeqRYUKOW NeRUALWLqGE
the collection accessible to a general audiencelastly, myapproach considers specialised
audiences interested in the potential of Linked Data or in reusini. The LinkedData
incorporated into Beyond the Bookcan be exported, albeit from a different system, and
| JGel GYt DT IOWNGet AWAYqé Wag6 Rt We UT W WWnVY!l G WYeqRAY

how the collection can be shared with others.

This research project deliveed two key outcomes: Beyond the Bookand this exegesis.
Together, they make a substantive contribution to knowledgén the week that followed its
launch in 2023,Beyond the Bookattracted more than 5,000visitors, with audiences engaging
with the exhibitionfor an average ofhine minutes and twenty-one secondsper visit. Further, as
partofthetwol ¢! W ! G GYt RedWa¢l t RUNWqS UDWIF6RARqRYUK t Wa ¢
Data and data modelling for online exhibitioamaking, and, with Whitelaw, co-presented on the
D+ 6 RARQRY Ukt W 32130 Y G 1J-thoptad bydppidridately 30Ravidiendels 11 13 Ws 13 G

members attendingin-person and online.Further, the symposium attracted nore than970



registrations across the two days?® Thus, Beyond the Bookdirectly advances the public

outreach objectives of theTransforming the Early Modern Archivproject.

In turn, this exegesis situates the creative work, and my individual contribution to the
project, within the theoretical and practical contexts of digital humanities and curatorship. It
demonstrates how Beyond the Bookaddresses gaps in disciplinary knowledge and exemplifies
the application of digital humanities methods to enhance curatorial outcomes in the digital age.
It provides a detailed account of my experiment with data modelling as curatorial practice, the
challenges of transforming data into an onhe exhibition from inception to interface, and the
reflective practice underpinning my methodology.Theexegesisproposes that my method is
reproducible if the many andvaried factorsthat influence Linked Data projects and online
exhibition-makingy and rely on collaboratiory are taken into consideration. The chapters are

organised as follows.

1.1. Chapter Outline

Chapter 2 positions the research within the field of online exhibitiormaking, critiquing the

| UGG RHCqRYUWYNWGE! t RACUWUI+*F6RARqRYUWNY!I G¢cqt WRUWqG
h Gl nYDOaaqt R BEMIRIfdr dagdriven, constellation-like environments that

enhance visitor meaningmaking and blur distinctions between catalogues and exhibitions.

Chapter313+# G Y1 1IJt W6 Ys W ¢ qeée Wre OwrY U213 wWwe OWYAT UHqK b
drawing onthe work ofBoris Groys, Stéphanie Bertrand, and others. It traces the historical shift
toward context as central to exhibitionrmaking, proposing that Linked Data supports both
narrative and junctionrmaking. The chapter outlines a curatorial method that integratedigital

humanities approaches to bridge the gap between online exhibitions and collection databases.

Chapter 4 situates the project within cultural heritage Linked Data practice, showing
how translating curatorial connections into Linked Data addresses siloed exhibition content. It
reviews ontologies, modelling, and generous interfaces, identifying gaps in apphgrevents
based modelling across the full exhibition process, and demonstrates how the project carries

contextual connections through to the online interface.

8 See, Library Board of VictoriaAnnual Report 202824 (State Library Victoria, 2024), 29,
https://www.slv.vic.gov.au/sites/default/files/SLV_Annual_Report_2024 FINAL_web%200.pdf.



Chapter 5 details the interdisciplinary methodologies underpinning the research,
RUAG2T RUNWI ¢qec WG YT WGGRUNAWONqs YI t W2RVa@kcd®@DE gRY U
reflective practice from Research through Design. It structures these methods through the

NeDiMAH Methods OntologyNeMO),situating the project firmly within thedigital humanities.

Chapter 6 describes the practical implementation of methods inBeyond the Book from
modelling catalogue data to the CIDOC CRM, to configuring ResearchSpace and designing the

exhibition in collaboration with project partners.

Chapter 7 examines the structure and design oBeyond the Book detailing how the
Linked Data Indexcaptures contextual connections between collection items and related
entities. It shows how structured data, supplemented with prose and bibliographic references,
offers transparency into curatorial decisionmaking. The chapter outlines how visitors can
explore entities broadly or through seven narrative stories, and reflects on the iterative,

HYGOGCHY!I ¢qR2UWGI YRt Wa6cqllt 6¢GUT W6 W Rkt Wae

Chapter 8 reflects on the interdependent factors shapingBeyond the Book It groups
these into research, tools, and assets, emphasising the central role of collaboration at every
stage. Drawing on the expertise of project partners, technical teams, and external contributors,
it demonstrates how shared reflection and diverse pespectives informed decision-making,
problem-solving, and the reproducibility of the proposed methodology for online exhibition

making.

Chapter 9 concludes the exegesisby summarising howBeyond the Bookaddressed the
five knowledge gapsoutlined above. The chapter reflects on these contributions in relation to
debates around aura, data and narrative, curatorial methods, and generous interfaces,
Yeqi RURUNWqS6 WG YTHHK? Waé Yl WagRAEcTGAWIWqas YT YiVYNR

heritage practice.



2. Online Exhibitions

This chaptersituates my research project withthe practical field of online exhibition-making

and its discourse. In doing so,it identifies a knowledge gap in online exhibitiormaking, where

current practice typically replicates the format of physical exhibitionsy alabel alongside a

static reproduction of an object. Ot RUNWs Y6 ¢ UUc¢c W? 1 2 At W1 k+ WOYqRYUWYnLU
theoretical framework for analysing the currenttate of playin online exhibition making, | argue

that data can create fconstellationarykenvironments that are fundamental to exhibition-making

and should therefore beemployed within online exhibitions. | $tuate this argument within

theories onvisitor meaning-making and explain how data can alsanhelp to collapse the

distinction s between online exhibitions and online catalogues, enriching them both with

context essential for curatorial narratives.

2.1 Definitions of Online Exhibitions

The beginning ofny work onBeyond the Bookin 2020coincided with the closure ofcultural
institutions due to COVID19 lockdowns. During this time, GLAM institutions (Galleries,
Libraries, Archives, and Museums) drew on their dig#&d collections to produce online
exhibitions and other resources to engage with audiences unable to visit in person. The variety
Ynwl RODRacecaWRYUquUUqWYngulOWac! t JaqUT Wet WhYUaRUOWWII+6
definition of the term. Indeed, there is little consensus on the definition ofan online exhibition:

as David Silver, a mediastudies academic, stated in 1997 rthe very notion of a virtual exhibition
is in a perpetual state of fluxH This is a view still held byheorists such as Michael Connor who,
in 2020, described themarray of projects that have circulated online in recent years under the
label of ¥ Ut R U IJWIJ # 6 R H R q RKSBuhiel kb tdtimaloby iséditoldefiRel N
exhibitions on theweb appears interchangeabley online exhibitions, digital exhibitions, virtual
exhibitions, and virtual museums. For instance, in 1997Silver provided adefinition of virtual
exhibitions that emphasisiJ t Lq 6 1J LW (fddhiaRaadleéhbekithe novelty of the web that
permeated the early 1990s nStated simply, virtual exhibitions are online, World Wide Web
based, hypertextual, dynamic collections devoted to a specific theme, topic, concept, or

idea.H Writing one year later inl998, information specialist Werner Schweibenzalso stated

DavidERG 2101 AWmsf Uqldl ne¢ARUNW G Wl RAcUW9 adqe | IJAmEREENII WA Il ROt |
Quarterly 49, no. 4 (1997): 848https://www.jstor.org/stable/30041813.

2Michael Connor,/9 2 | ¢ qq RU N W§ U (HRHizoHeAVIRG 1R, 202¢ R Y U t
https://rhizome.org/editorial/2020/may/13/curating -online-exhibitions-pt-1/.
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that there is/mo accepted definitiontof a virtual museum, and thus provided one that

incorporates media designerGlen Hoptmark hotion of connectedness:

N6 JWm2 RI a2 ¢ dodically reldtediceliéidfon ofi didlial objects composed in a
variety of media, and, because of its capacity to provide connectedness and various
points of access, it lends itself to transcending traditional methods of communicating
and interacting with the visitors being flexible toward their needs and interests; it has no
real place or space, its objects and the related information can be disseminated all over

the world.*

In 2012, Schweibenzbuilt on his 1998analysis of virtual exhibitions and defined them in
opposition to digital collections. Citinglibrary professional Martin Kalfatovic (2002),he states:
sd’he major difference between a digital collection and [a] virtual exhibition is the fact that the
objects of the latter arecarefully chosen to illustrate a theme and tied together by a narrative or
other relational threads.Hs Indeed, in his 2002 publicationCreating a Winning Online Exhibition:
A Guide for Libraries, Archives anMuseums, Kalfatovicargues thats is this tight connection
[between an exhibitionis idea, objects, and scripf that is vital.HS In turn, quoting Silver (1997)
Kalfatovic states that without such a connection, as/wirtual exhibition will Famount to little more
than disorganized and decontextualized digital collectiong HiGimilarly, digital humanities
researchersVeraPiontkowitz andManuel7 2 | PG ¢ T qWT UnRUNDWHh 2RI qe 3G d 13U LW-
et PDelGt kb WYI Wh~2t PBalGt | 20Ul NehdgBddte tiilink Zugahglickel WaqYea |l t K b
Ausstellungen von Kunst und Kulturgutera(/effers of online accessible exhibitions of art and

cultural assetswy n | YO Waq 6 WWGI Wt WUq¢ qRYUWY N WGS Gmp#E NI ¢ G61t Wa VYU

SENVW] aWU0WeYGqacec UAWBNGS JWERI qe ¢ dlW~e2t e GSbcothedaA I ¢ qT WEG
Multimedia, Hypermedia, and the Social Construction of Knowledgeed. Edward Barrett (The MIT Press,

1992), EBSCO.WernerSchweibenz, bN 6 JWHh é Rl qeacdlWl~2t Wedkall Us WAl + GUHqQR?Z
Objects and Information Using the Internet as a Knowledge Base and Communication Systesll

Knowledge Management und Kommunikationssysteme: WorkfloaManagement, Multimedia,

Knowledge Transfer. Proceedings of the 6th ISI Conference, Prague, November 1938]. Harald H.

Zimmermann and Volker SchrammUVK Verlagsgesellschaft, 1998Y191.

5WernerSchweibenz, /b~ 2 t 132 O LWE # hR Raalaquitl Yhe Yirtllal Ones: Alccount of a Complex
Relation,rdldcommon Culture 3, no. 5/6 (2012):39,

https://journals.uic.edu/ojs/index.php/UC/article/view/4715.

8 Martin R. Kalfatovic,Creating a Winning Online Exhibition: A Guide for Libraries, Archives, and

Museums, (American Library Association 2002), 3,ProQuest Ebook Central.

7 Kalfatovic, Creating a Winning Online Exhibitioy3.; Silverd lWaaf Uql ne HRUNDW a1 RA¢ UW9 2 O «
Potentials of Virtual Exhibitionss326.
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virtual museums focus on communication while online collections support research and

preservation.

In his most recent overview of virtual museums, Schweibenattempts to identify a core
concept of virtual museums byexaminingthe history of the term andrelated terminology.
Schweibenz statesthat sthere is still no generally accepted definitiomsfor virtual museums and
further concludes that a core conceptis difficult to identify.° Similarly, Information Studies
academic Maribel Hidalgo Urbanejaprovides a comprehensive overview of the history of the
terminology associated with onlineresourcesin herattempt to distinguish online exhibitions
and online publications. In doing so, sheexamines the overlap betweerthe two terms, stating
that both renline exhibitions and publications are used by art museums to present the stories
of their artworks and collections to the audiencet’ Quoting Lianne McTavish,a visual culture
and museum theorist, she states that, like physical exhibitions, both online exhibitions and

publications use narrative to orderrmon-discursive and random collection[s] of objectsH*

To investigate thedifferences between online exhibitions and online publications
Maribel Hidalgo Urbanejaconducted a ssystematic review of narratology and museum studies
literature on narratives H? To understand how museums produce their online resources
Hidalgo Urbanejainterviewed ten museum professionalsy including curators, editors, and
digital media professionalsy associated with the development ofsix online resources. She also
interviewed a scholaty audience ofgq s JUq! WGWY Ga I Weé U lelliryy2U T LaGH aiido] YUIRE YLTinK oLk
these individuals during ther viewing of the onlineresource. Using ah q) 13+ g2 ¢ G ylwE&ER | Y ¢ H#6 K
ninvolves reading the object of analysis like a text for its narrative structures and strategigs

Hidalgo Urbanejaanalysedfive narratology attributes presentin the interviewees<rédponses

8 Vera Piontkowitz and ManueBurghardt, iBest Practices fiir die Gestaltung virtueller Museumsraumes

in Fabrikation von ErkenntnistExperimente in den Digital Humanitieseds. Manuel Burghardtet al.

(Journal for Digital Humanities, 2023)https://doi.org/10.17175/sb005_005_v2.

®Werner Schweibenz/bN 6 JWE Rl gqecdl~2t WelGall UWE21I 2RIJs WMt gt W81 R
Museum Review4, no. 1 019),
https://themuseumreviewjournal.wordpress.com/2019/08/02/tmr_vol4nol_schweibenz/.

10 Maribel Hidalgo Urbaneja,®nline Exhibitions and Online Publications: Interrogating the Typologies of

Online Resources in Art Museum8 keternational Journal forDigital Art Historyno. 4 (2019) 3.31,
https://doi.org/10.11588/dah.2019.4.52672.

111 janne McTavish/W¥isiting the Virtual Museum: Art and Experience Onlirséi#s New Museum Theory

and Practice, ed. Janet Marstine (Blackwell Publishing Ltd, 2006340,

https://doi.org/10.1002/9780470776230.ch9.

12 Maribel Hidalgo UrbanejajbNYs ¢ | T+ We W?2 3N RURqRYUWY n W2(RDRissc OW ¢l 1 ¢qR
University of Glasgow 2020),i, https://doi.org/10.5525/gla.thesis.78980.


https://themuseumreviewjournal.wordpress.com/2019/08/02/tmr_vol4no1_schweibenz/
https://doi.org/10.5525/gla.thesis.78980

and the online resourcesthey either made or viewed authorship, readership, temporality,
spatiality, and mediality.*®* Hidalgo Urbaneja concluded that both online exhibitions and online
publications are relefined by thdr narrative and discursive characterand that they cannot be
differentiated by the above attributests* Rather, she calls on art museums to developa
common taxonomy of online resources which takes into account the many similarities they
share.H Such a unison, HidalgdUrbaneja argues, would strengthemthe links between the
worlds of publishing, exhibition design, and digital media creatiorand thus reould foster

innovation and reinventionHs®

AsHidalgo Urbanejaargues, narrativity and discursiveness iga clear nexus pointb
between online exhibitions and online puwblications. The centrality of narratives to exhibitions
(both physical and online) has beerdiscussed by museum studies scholars such ad eslie
Bedford, who states that narrative isa key element that makes upsthe exhibition as an artistic
and educational medium.H® However, to develop and structure a curatorial narrative foan
exhibition, the objects of discussion must first begiven or placed within a contexy a setting
composed of a webof events, tied to which are branchesof people, places and things.While
events are also central to narratives, they are the building blocks of context which, in turn
forms the foundation of narrative.This is a point echoed bywumanities data researchers Annika
Wolff, Paul Mulholland, and Trevor Collingn their discussion of the ontology-supported
system, Storyspace. They state that, in developing the system, thegubscribed to /a
structuralist view [...] whereby the events of the story ardistinct from the telling of it (the
narrative).s8’ Matthew Nickerson, alibrary andinformation science academic, also touches on
the distinction between context and narratives in s earlyanalysis of online exhibitions,

describing their abilityto eresent more vivid narratives and deeper contextual informatioms®

BRhiannon Mason/e9 2 iiqqe | ¢ 0 WNG 1Y ! LUkhAICHRpanionite NludHtm Stiidiedad.

Sharon Macdonald(Blackwell Publishing Ltd, 2006)26, https://doi.org/10.1002/9780470996836.ch2.

4 Hidalgo Urbanejay/b8§ UG RUNWE+ 6 RARqRY Ut We UT W8 UG RUWVWAzHIORHAEC qRY UL ¢
%1bid., 3.38.

By 1Jt GRIJW7 T n Y I,k ARemt of dfus¥um EshigifoNsU How Story and Imagination Create

Aesthetic Experiences ed. Leslie Bedford Taylor & Francis Group, 201413, ProQuest Ebook Central

17 Annika Wolffet al., nStoryspace: a storydriven approach for creating museunmarratives, L

Proceedings of the 23rd ACM Conference on Hypertext and Social Mediessociation for Computing

Machinery (2012): 89, https://doi.org/10.1145/2309996.2310012.

18 Matthew Nickerson,/,é YRHIt a7 RUNDRUNW~2 0 qRE T R¢ W~ a+fildte O WE * 6 RAR q
Monday7, no. 56 (2002), https://doi.org/10.5210/fm.v7i5.951.
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Public-facing records Exhibitions

Figurel. Visualisation of the common distinction between publicfacing records and exhibitions. Note,

records stand inisolation while, in theory, exhibitions create links between objects.

This position, however, highlights a significant issue within cultural heritage institutions:
an object isdecontextualised or stripped of its rsontext of originonce it enters a museum
collection. ** While curatorial narratives can help tarecontextualise the object, beyondthe
exhibition it sits largely in isolation. This is, in part, due tthe siloed nature of museum records
as well as the myriad pathways through which objects reach museum collectionsThis issue is
highlighted in the definitions cited abovethat separate onlineexhibitions from online
catalogues ordatabasesy the common theme being that exhibitiors tie objects together
through narratives whereas religitized collections are indeed nonnarratives(see fig. 1)2° These
arguments beg the question: Need the two resources (online catalogues and online exhibitigh
be distinct? Could online catalogues, enriched with structured, contextual information, form
the basis of curatorial narratives?n turn, could curatorial narratives feed back into online
catalogues as structured, linked, and contextualised data?The current decontextualising
structure of museum records will be returned to later in thisexegesis;to complete laying the
groundwork for the currentstate of online exhibitions,however,the following section provides

an overview of thecurrent practice and discourse surroundingonline exhibitions.

PSeerb§ HT IRt LLIYSuddrStdvar| O ket Nirratives of the Miniature, the Gigantic, the
Souvenir, the Collection(John Hopkins University Press1993) chap. 5,
https://doi.org/10.1515/9780822378563.

2 McTavish /b€ Rt R aviRuAIMusgpdmI At and experience onlingsA4i1.
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2.2 Typesof Online Exhibitions

This exegesis does not seek to establish@efinition of online exhibitions, or to distinguish them
categorically from other online resources As has been show, scholarly attempts to identify a
core concept for online exhibitions have produced no clear consensus. Nor is it the purpose
here to advocate for online exhibitions by emphasising their frequently cited advantages, such
as accessibility or comparatively low cost?* Recognising this lack of definitional agreement,

this section instead examines a selection of examples and advances a typology in which online
exhibitions fall into one of three categories: those that replicate the imag@lus-text format of
physical displays; those that present a digital 3D surrogate of a physical space; and those
composed of decontextualised data. This typology also reveals a knowledge gap in exhibition
making: the potential for online exhibitions to combine the most effective elements ofach

type, creatinghybrid forms that enhance curatorial impact and audience engagement.

While they are not all marketed as online exhibitions, | haveelected the sitesoutlined
in this section as examples of these typologies based owhat | perceive to betheir shared
objective: to make cultural materials accessible onling¢ UT Waq VY Wet + Rt qlUgdé WW2 Rt Rq Y
makingk Indeed, the focus on meaningmaking underpins most contemporary approaches to
exhibitions in cultural institutions. To analyse these types of online exhibitions through the
framework of contemporary curatorship and exhibitioamaking, this discussion fird provides a
Al R1IIn WY 203 s2URIEst LIVYnILYAD | & We U7 WR-anbkibd) és@EtdishingRielY O wa 13¢ UR

conceptual foundation for the analysis that follows.

New Museology and Meaning-making

The objects displayed in international exhibitions of the nineteenth century were presented
under the umbrella of a theme, be itprogressk findustryk fecraftmanshipk fcompetition kor
otherwise. This mode of display is not dissimilar to the model we see todaywherebyobjects
are carefully selected based on their connection to one another, ideally to support a well

developed overarching theme or narrativePerhaps the most notable difference between the

AEPUWs JOUURNWII W~2 0T ! We U1 wWs ¢ U Mus@uens andy theSWHo® 136IRND 1J LLE + 6 RAR q F
Proctor and R. Cherry (Museums and the Web, 2013),

https://mw2013.museumsandtheweb.com/paper/online -exhibitions.; Shin-Chieh Chen and YeHsuan

X JIAWBAIIE 3¢l A6 WY UWOt ¢ HRURq! WE2 ¢ G 2 Bumdn Conpiter LS U0 RUIJWE + 6 F
Interaction. HCI International, 2023, ed. Masaaki Kurosu and Ayako Hashizume (Springer, 2023),
https://doi.org/10.1007/978-3-031-35599-8 22;andE 6 IJR T ¢ Wu tOWlc Yn n G ¢ UAWmE Ud RUIJLWE # 6
COVIDN @ WA ¢ U T MuseBrr\HMaedss, no. 1 (2020): 21016,

https://doi.org/10.3167/armw.2020.080115.
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early international exhibitions and contemporary exhibitiondl ¢ t RUNDWRY Waq 6 WG ¢ aqaqldl Kt
visitor. In theory, the objective of exhibitions has evolved from communicating a propagandic or

single-sided narrative of human achievement andndeavour, to facilitating audience

interpretation. Indeed, since the 1990s, there has been a persistent call within museology to

transform museums from fbeing about somethingtdlibeing for somebody which has had a

significant influence on museum practice This dynamic shift was born fronfnew

museologicalkthinking, which rejected the power imbalance and elitism inherent in the inward

looking feurator-scholarkmodel of the early twentieth century.New museology sawa shift in

focus, with scholars and museum practitioners re-examiningg 6 J WG 2+ e Gkt W YARIJq¢ O |
political role, including its duty to the public. With this came acriticism of the focus on museum

methods. Asart historian Peter Vergo argued in 1989% 6 ¢ q WURt Ws | YUNLWs Raq 6 Wa 6 1JWh |
is that it is too much about museum methods, and too little about the purposes ahuseums.H?

Similarly, in 1990, Stephen Wejldeputy director of theE G R q 6  YHUsSRhod Miiséim and

Sculpture Garden,called for all to question whethermeur museums make a real differences

stating that ngood collections management is essential, but it can no more make a museum

excellent than good bookkeeping can make a business flourisks*

The 1990s also saw ahift in thinking about how visitors use museumg how they
interact and engage with objects and exhibitionsand how they acquire knowledge. Scholars
questioned the fold museologyknotion of the visitor as arpassive receptacle waiting to be filled
with the body of information that constituted culture naihd argued that people actively construct
their own meaning when observing an object or exhibition via a process terméueaning
0 ¢ t R*Hdwever,while the concept of meaning-making grew in popularity amongst museum
scholars, the definition of meaning was contested. Ag.Roundshas noted: rdMeaningis used to
cover a vast range o€oncepts. H° While museum studies scholarLois Silvermanhas argued
that visitors find personal significance within museums as they rplace what they encountely

be it text, object, fact, perspectivey within the context of their experiencenothers have argued

2gtephen EWeil, /o[ | YOG W7 JRUNDWEHY 2 qUWEYGWq6 RUNWaqY W7 JRUNWNY ! WEYG
the American Museymkbllﬂqdalus 128, no. 3 (1999): 22958.

2 peterVergosbf U g | Y, hin Hhe MW Museologyed. Peter VerggReaktion Books, 1989, 3.

24 Stephen E.Weil, Rethinking the Museum and Other MeditationéSmithsonian Institution Press, 1990,

56.

B OWAY 2 UT t S ROQERIUN s WA¢ | ¢ T R NDExHbitignisils, rot AJ)E + 6 RAR gt ¢
26 |bid.
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that aspects of exhibition design can influence how visitors make meaning about an objed.

Nevertheless,as Roundsmakes the point most meaning-making scholars are united by their

belief that the visitor constructs their own meaningthrough interactions with objects and the

institutions that display them. Thus,in the context of a rare book exhibitionmeaning-making

can beviewed in contrast tolibrarian and academic? ¢ 2 R1 W~ A u R q q |JbibRagraphic WOY qR Y |
memoryk whereas McKitterickacknowledges that bibliographical memory requires collective

input, being sbuilt up generation by generatio,simeaning-makingis more present and

individualistic, residing in thereyes, head, and heart of the particular beholders®

By nature, anline exhibitionsreflect the fundamentals of meaning-making as they
operate within a networked systembeyond the authority of the museum space thus providing
the viewer with someagency. The visitorcan choose when theyinteract with the exhibition; they
can pause and revisit theirinteraction and visit external sites to gain more information odelve
more deeply into an aspect not touched orin depth within the exhibition. As philosopher

Hubert L. Dreyfushas argued:

The whole ofthe Web lies only a few links away from any page. With a hyperlinked
database, the user is encouraged to traverse a vast network of information, all of which

is equally accessible and none of which is privileged®

Thus, on the web,information is flattened; it is/erganized horizontally by hyperlinksswithout

hierarchy or, in the case of exhibitions, without authority’® Further, the act of traversing an

online exhibition draws parallels with h G {i €détddnhinedktechnologies such as games which,

as argued by cuator Barbara CohenStratyner,have® Y Uq | RHez q 31 WaMtbhejrdgld We 2 T RIIJU

expectations of sharing or usurping authority from the hosting institutionss* In sum, while they

Zx YRt WERG2 VI G¢ URA I KRRINRIGRYILH-. I ¢)@ REuBtarYThe MusdumUs ulhzd8) 1J S w LU
no. 3 (2010): 162https://doi.org/10.1111/j.2151-6952.1995.tb01052.x; For example, see Maja Gro
Gundersenand Christina BackA LU/bE G ¢ q R 4n@kibg: BxhibitRtid@sign and embodied experiences LU

in The Future of Museum and Gallery Desiged. Suzanne MacLeod etal (Taylor & Francis Group, 2018),
ProQuest Ebook Central

82¢2RI W~HuRqqlUl RAt AWlmAez qqRUNWq6 VWAt qWYUWEGS Ys OWS T W7 Y
9 13 U q 2Archividistdrico Italianol72, no. 1 (639) (2014): 98, http://www.jstor.org/stable/26226540.;

ERG2 I G¢ U4AWmnMBKingio Musdlimsldar &INRW Rge:161.

2 Hubert L. Dreyfus, On the Internet(Taylor & Francis Group, 200823, ProQuest Ebook Central.

%0 1bid.

31 Barbara CohenStratyner,/b 2 g6 Y1 Raq ! Haking ihlthé)@iguaR EidaHKnibitionist Spring

(2013): 23.
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differ in design and format, online exhibitios are united by their reflection of meaningmaking

principles.

I have identified three current formats of online exhibitionsimage-plus-text, virtual
tours, and data visualsations. | havecategorised these types through analysis o sample of
online exhibitions produced in collaboration with, by, orhosted by cultural institutions. There
are many other examples of online exhibitions developed and designed by artists working
outside of anorganisation.®? Indeed, Connor notes that due to thenstitution's separation of
online exhibition-making from curatorial work, /i is not surprising[...] that some of the most
interesting experiments with the slippage and connection between the gallery and the internet
come from artists.H3® Such is the rich history ofartists and designersexperimentingwith
publishing or creating work online that it idoeyondthe scope of thisexegesisto warrant
analysis. Furthermore, as the EmmersorCollection is held within an institution, and was given
to that institution with the express purpose that it cares for and provides access to the
collection, this exegesis will continue toprimarily discuss curatorship and exhibitionrmaking as

they existwithin institutional museum practice.

The following analysis of online exhibitiortategories builds on the work ofart and
media theorists Santos M. MateosRusillo and Arnau GifreuCastells who, in their analysis of
types of onlineexhibitions, acknowledge the evolution of the role of the visitor imuseums and
exhibitions. While they present a model foranalysingtypes of online exhibitiors that overlook
visitor engagementor interaction factors, their model is concerned with the following three
categories: how the online space is generatedthe selection, arrangement and exhibition of the

contents; andthe relationship between the physical and the virtuaéxhibitions.* Similarly,

32 See, for example Marialaura Ghidiniet al., /Bhe Broken Timeline (TBH)20RP,

https://thebrokentimeline.valiz -makingpublic.net; or Benjamin Eggerand Judith Ackermannss~ 1J-q ¢

Curating: Online Exhibitions Questioning Curatorial Practices in the Postdigital Agdbtiernational

Journal for Digital Art Historyno. 5(2021):3.1813.35, https://doi.org/10.11588/dah.2020.5.72123; orEva

Grubinger,/bh 9 @ Gatdputer Aided Curating(1993-1995) revisitedd #s Curating Immateriality: The

Work of the Curator in the Age of Network Systemed. Joasia KrysgAutonomedia, 2006),107T115.

BSee,~ RHG ¢ 1J 0 WOuKatihy Griliré Exmibitions Part 1: Performance Variability, Objecthood 1

Rhizome, May 13, 2020https://rhizome.org/editorial/2020/may/13/curating -online-exhibitions-pt-1/.

[ YI WeOweUecd!t Rt WYnLWE Ys Wa 6 IT&hlatist-irnspadd, dconmBgial gallery[aY n Wh R Ut
museum, and a biennialt fhave migrated their activity to onlineplatforms,wssee Amorim, Jodo, and Luis

NUR#+IJRI ¢ OW=M=MOWmB | qURUWagSIW?2 RNRgc Wl el RUNWeUT Wenaqldl L
Rupkatha Journal on Interdisciplinary Studies in Humanities2 (October),
https://doi.org/10.21659/rupkatha.v12n5.rioc1s1n2.

3 Santos M.Mateos-Rusillo and Arnau GifreuCastells, /b~ 2t 1J2 Gt We¢ UT WS UG RUWWE+ 6 RARQRY
Analysing and Charting Existing TypasNllseum Management and Curatorshif82, no. 1 (2017)43,
https://doi.org/10.1080/09647775.2015.1118644
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library and information science researcherd.eong CheeKhoon andChennupati K.Ramaiah

state that online exhibitions should be evaluated in the following major areas of interest:

design, content andorganisation of information, navigation structure, help information,

multimedia elements, andtotal exhibition in general® While these studies focus on the design

and content-selection aspects Y n WY UG RUWWHI+# 6 RARqRY Ut Allgdé 3! WyY2131 Gy
interpretation and meaningmaking. As such, | drew in part owisual theorist and cultural critic

Johanna? | 2 H#t IJI Kkt LUkPesfarRaiive Materidlity aptiTheoreticalpproaches to

Interfacek(2013) to analyse the ability of exhibitions to support interpretation and meaning

making. In her article, Drucker calls for asmodel of humanistic interface designthat

nexpose[s] and support[s] the activity ofnterpretationwand provides a theoretical framework

for designing such interfaces®*? | 2 #t J1 Kkt W2 Rt RYUWnN Y| We¢ Wa VYTl JdWnyY!l Wa
interpretative interfaces draws parallels with the idea of an exhibition model that stimulates
meaning-making. While both concepts acknowledge that the meaning assigned to objects is

the result of acts of interpretation, Drucker takes this concept furtherapplyingit to the digital

realm by introducing the notion of performative materiality /le enacted and eventbased

character of digital activitytbwhereby rthe idea of a userconsumer is replaced by a maker

producer, a performer, whose performance changes the game&3” While Drucker acknowledges

that she does not have atoolset of solutionskfor the design of an interpretative or

performative interface, she does offe lsome basic ideas,isome of whichl have applied to the

following analysis of the three types of online exhibitiong?

Image-plus -text
A common criticism of online exhibitions is that they will never replicatethe real thing H° This
is understandable given that, whilerthe idea of an exhibition online is of course not newsmost

online exhibitions do not take advantage of the growing possibilities of the digitél.Instead,

3 | eong CheeKhoonand Chennupati K. Ramaiabs? 13+ RN U We UT W? 1J 2-Besed GrillingU q WY n Wi 1JH
Exhibitions,HRESIDOC Journal of Library & Information Technolog4, no. 2(2014). 101,
https://doi.org/10.14429/d]lit.34.6750.

¥sY¥Y6ecUUcW?! et Ul AWBANDI nYI GcqR2IW~¢ qlll RDigitR’g! WE UT WNG Y I
Humanities Quarterly7, no. 1 (2013),

http://www.digitalhumanities.org/dhq/vol/7/1/000143/000143.html .

%7 |bid.

%8 |bid.

9 3ee, forexample | DqUAWBLNSE DWAYs Ul WYNWE+ 68 RARQQRY B kNEdiu Wi 6136 11
June29, 2020, https://medium.com/arete -stories/the-power-of-exhibitions-and-whether-they-
couldwork-online-198f5ae5407a.

WyeTtceclWeel qRNAWMB~2t Ve Gt WRUWq6 IW? RNDRa¢ U IMEJBO,Buha4lE Y O 13 WA I
2019, https://medium.com/@kajsahartig/museums -in-the-digital-space-some-reflections-on-online-
exhibitions-758a24ca50c4
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their rimage-plus-textd mvirtual versiontor sskeuomorphicHftdmat attempts to replicate the
approach to displays commonly seen in physical exhibitiony what philosopher and educator
Peter Jone<alls the rbook-on-the-wallwapproach to exhibitions, that is,an object
accompanied by extensivelabelling.** For instance, the British Museum has more than fifty
online exhibitions published via Google Art# Culture; these exhibitions are typically based on
a physical exhibitiors held at themuseum and largely consist of static images alongside short

label-style texts, as can be seen iThe Russegger Atlagee fig. 2).#2

= Google Arts & Culture Home  Explore  Play  Nearby  Favorites Q

Since, the first two text volumes have been reprinted by the
publisher “Forgotten Books”, and between the New York Public
Library, The Sackler Library in Oxford and the North Carolina State
University all text volumes were digitized and made available via the
Internet Archive during the past 15 years. For reasons unknown the
Atlas was excluded and the online reader missed out on the ca. 140
illustrations. It is possible that the rarity of a complete set of plates,
their varying paper quality which led to serious discolouration and
their large format played a role in this omission. It is only very
recently that the Osterreichische Nationalbibliothek made its own
set inc the Atlas available.

A complete set of plates was donated by an anonymous donor to
the library of the Department of Ancient Egypt and Sudan (AES) at
the British Museum, on the condition that the plates underwent
conservation and that they were made freely accessible online.
Alice Rugheimer carried out the conservation project with the help
of Erika Freyr. Surprises were part of the project and amongst
others it was revealed that gum arabic had been added to the
colours of plate 56 which gives the depicted insects a velvety

sheen and consequently a lifelike look.

Figure2. EHI1 1310t 6 YqWY n Wa6 IW7 | R q R&9GLUli~geat | 11k kL YUGHERRIE 6B IRIALR qf Re
Atlas.

Khoon and Ramaialappear toaccept the image-plus-text format as standard,
describing online exhibitions as /enline web-based multimedia information systemshthat are
rbasically electronic web-based versions of physical exhibitions#® Similarly, Chia-ChingLin

from the Department of Applied English, National Chin Yi University of Technologrgues that

“A~2 07T 1 WwWe U7 W7 21 qY U4 Whig:/bnivFOLBLinlEe dmaR dihewe B cotd/pafes/ dhlide -

exhibitions/;ER G 2 101 Alnsf Uqll n¢ ARUB I G RROWUIVE Gae UD AWM 21 ¢ qRU
OYUuNHqRYUt aWINYs ¢l T+t WeUW 2qb6WlUqRACTN! WAURADGqc O AW~ 1IT RE ¢
Curatorial Studies11, no. 1 (2022): 32https://doi.org/10.1386/jcs_00054 1;A 10 q 13l Ws YUt Alllm~2at e
¢cUT Wadé W~ ¢ URUNT IN&WLIeRG Hisadrydsd nd. (4 L992)q31 93 w LU

https://doi.org/10.2307/469177.

42 The British Museum #he Russegger Atlad &oogle Arts &Culture, accessed June 14, 2025,
https://g.co/arts/i9TKyr5F5ay7JvnJ6

“3Khoonand Ramaiah, /? 13t RN U We¢ UT W? 1J 2-BeSed Criling Expithitonsiie.1J A
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the term online exhibitionskypically refers to a display or showcase of artworks, artifacts, or
other items that can be viewed through a website or an online platforr* They further state
that within online exhibitions, thestructure and format of a traditional physical exhibition is
mimicked. #° However, these types of online exhibitions have been critised by museum
professionals, such as Kristy Kokegeias suincritical adaptations of our analogue practices to
the online/digital realm.H® Similarly, in her article fOnline Exhibitions during the COVIEL9

Ac¢ UT 1J@0263 imuseologist Sheila K. Hoffman declares thaiwe are still in the clutches of a
replacement mentalitys; that is, our creation of online spaces is stillgoverned byreur
perception of physical space, with all its limitationsH’ Citing intellectual historian Milad
Doueihi, Hoffman refers to thisphenomenon as thetprint p¢ | ¢ T YRwthéré the rengrained
nature of print publication culture is still the inherent model for online formats and the means
by which we often try to comprehend them#® Echoingc Y n'n G ¢ Uk t Uhoh ®publishidgy 1
perspective, digital humanist Patrick Sahk defines adigital edition in opposition to adigitised
edition: a digital edition, he states, isnot afacsimile of a printed edition, ratherit must follow a
digital paradigm, just as print editions follow a print paradigm. For this reason, Sahle further
states that /a digital edition cannot be given in print without significant loss of content and
functionality .H° This paradigm between publishing and the imag@lus-text online exhibition is
further critigued by museum professionals Jennifer Mundy and JanBurton who state that
online exhibitions are astranslation of a physical exhibition consisting of images of artworks on

a website, laid out flatly, catalogue style H°

Returning to Drucker, within these sites, therés only onefview systenmiy the user
(rather than the makerproducer) can either scroll or click hyperlinks to other pages contained

on asite.>! As such,image-plus-text online exhibitionsare mostly rebserver independentsand

4 Chia-ChingLin, 59 6 ¢ GG WUNRUNWaq6 WW[ 2qel DalW?Wl2P0aYGaWUqWYNnWEgqeTl I
Designing an Online ExhibitiopsEHtertainment Computing48 (2024): 3,

https://doi.org/10.1016/j.entcom.2023.100614.

5 |bid.

46 Kristy Kokegei (@KristyKokegeijb dislike both terms. They are symptoms of what has been wrong with

our approach toonline/digital in GLAMSs for the past 120 yrsA fwitter (now X) May28, 2019,
https://twitter.com/kajsahartig/status/1133296406566002688 .

47 Sheila K.Hoffman, 8 UG RUIJWE # 6 RHR q R M YRahdenaidiRIB. N Wa 6 1IJWW9 § éf ?

48 |bid.; see Milad DoueihiDigital Cultures(Harvard University Press, 2011).

4 patrick Sahle /MVhat Is a Scholarly Digital Edition®in Digital Scholarly Editinged. Matthew James

Driscoll and Elena Pierazzo (Open Book Publishers, 2016), https://books.openedition.org/obp/3397

5% Mundyand Burton, /8 U & R U 1J L Ehttp AR el Rifusdumsandtheweb.com/paper/online -

exhibitions/.

12 1 2 HE Ul AWBLADI nYl GcqR2UW~¢qll ReEGRa! WeUT WNSWIYI WaqRHE O LW
http://www.digitalhumanities.org/dhqg/vol/7/1/000143/000143.html .
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Gl YOYqUWYUWWe UR2YHCOW2RUs AWRUWRAY Uq ! ¢-plugdeet Y W? | 2 #Ht 1
format has remained one of the default formats for online exhibitions sincéhe development of

sitesinthelJ¢ | G! WNddMt OW[ YI WRUt q¢c¢ URNDAWgS JWEGRq6t YUR¢c UL
Magnificent Obsessions: Why We Collect 6 ¢ | 13t Wt RGRGEI RqRIJt Ws R 6 Wa 6 1JWE
online exhibition titled Wonder Bound: The Rare Book in Historical Collectionsee figs.3 and

4).52 Both exhibitions contained a landing page with links to thematic sections, each displaying

static images and captions alongside a paragraph of analysis. WhilMagnificent Obsessions

featured some updated designelementsy such as a recurring motif and a strongolour

palettey its image-plus-text format remained the same asNonder Boundfrom 2002. The

persistence of the imageplus-text model shows how online exhibitionmaking often remains

bound to analogue traditions, yet emerging formats such as virtual tours suggest a gradual shift

toward approaches that engage more directly with materiality, spg R¢ 0 Rq! AWe¢ UT Waq 6 I W2 R

in navigating the exhibition experiene.

Wilkam C. Sturtevant’s passion for anthropology
began in third grade, after a class on American
Indlans. Sturtevant (1926-2007) devoted his e
to studying Native peoples. As an anthropologist
and curator at the Smithsonian's Bureau of
Amaerican Ethnology and the National Museum of
Natural History, he helped develop modern
American anthropology as a discipline. Sturtevant
collected many books, which he donated to the
Smithsonian to help advance research and
scholarship

‘
Natioral Asthvapaiogcst

At the Smithsonian's Bureau of American
Ethnology, Sturtevant played a key role in the
development of modern American anthropology.
Between 1879 and 1965, the Bureau published
hundreds of volumes on American Indian life and
culture, including this handbook.

Figure3. Screenshot of the Smithsonian Libraries' online exhibitioMagnificent Obsessions Why We
Collect, 2020 (detalil).

52 Smithsonian Libraries, b~ ¢ DURN RAIWI U q WI§ A 1J1 + Boédddecdiiie &5, 2025)J W9 YO G U Hq A w
https://library.si.edu/exhibition/magnificent -obsessions6 WLWE & Rq 6 t Y U WondeilBoBnd:ITiiel R1Jt A Wb
Rare Book in Historicab Y @ @ 1J # sRn¥odified May, 2002,
https://www.sil.si.edu/Exhibitions/wonderbound/intro.htm .
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Ferrante Imperato (1550-1625)
Del'historia naturale . . .
Naples: C. Vitale, 1599. 12 p. ., 791 p. lllus., double plate.

Naples pharmacist Ferrante
Imperato (1550-1625) formed one
of Europe’s first natural history
research collections. Here, he and
his son Francesco show it off to
visitors.

View enlarged images from this
item:

¢ Image 1: small | large

Emest Ingersoll (1852-1946)

MHand-book to the National Museum, under direction of the Smithsonian
Institution

New York, Chicago and Washington: Brentano Brothers, 1886, 110, [28)
p. il

Congress established the United
States National Museum In 1879 to
house and display the growing
collections of the Smithsonian
Institution.

View enlarged images from this
Item:

¢ Image 1: small | large

Figure4. Screenshot of the Smithsonian Libraries' online exhibitioVonder Bound: The Rare Book in

Historical Collections, 2002 (detail).

Virtual Tours

Virtual tours, another ubiquitous type of online exhibitions, typically present a 36@egree

simulation of an existing physical exhibition or gallery spacé/hile virtual tours can also be

critici sed as unimaginative reproductions of physical exhibitions in the digital realm, in contrast

to the previous examples, they provide a sense of the materiality of thmok. As can be seen in

g6 W[ | RAL W9 Y@ dWHqRY UkMulilla) Yhe SeliPoitralisfag! 5)LiFeMobRslbn) + 6 R HR q R
display are presented as 3D cultural objects’®* Additionally, virtual tours begin to acknowledge

the position of the viewer wherebythe imagery revealed via the interface is dependent on the

BNG W[ I RAL W9 Y dWAgRYIUAILHrdespdd Ri@lBY2028N 6 1J WE 1J T n
https://www.frick.org/exhibitions/murillo/virtual .
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game but not necessarilychangeit.*®

Lower Level South Gallery

Figureb. Screenshot of the Frick Collection's virtual tour of its 2017 exhibitioMurillo: The SelfPortraits
(detail).

Data Visualisations

While often not marketed as online exhibitions, data visuadiations relating to cultural heritage
content are growing in popularity. These types of sites share an interactive mapping element
usually in the form of a timeline, grid, or network web. For exampl€odex Atlanticusby The
Visual Agencyin collaboration with Biblioteca Ambrosiana, presents a data visualgation of the
CodexAtlanticusy the largest collection of the Italian Renaissance polymath Leonardo da

¢ RURRK t W | ¢35 RUDNG)IGsuG dllaidhé ppyelthatifcdaliticodihg) Bdd timelines,
the site allows visitors to explore the collection via topic, subject, date, and/or numerical order.
Once refined by the viewer, the representation of the whole collection remains escreen, with
the irrelevant pages shaded out. Asuch, viewers retain a sense ofhe scale of the collection

and how each part relates to the other. In this way, data visuatt q RY Ut WG DT W21 2 #t 11 k

2 2 HE Ul AWBLADI nYl G¢cqR2UW~¢qll ReURa! WeUT WNSWYI WaqRHE O LW
http://www.digitalhumanities.org/dhqg/vol/7/1/000143/000143.html .

% |bid.

SNGIWWERt ecdlWl NUUH! We UT W7 RAGRY qattessdd Jénél15Y2028,¢ U¢ AWmI YT I+ L
https://codex -atlanticus.ambrosiana.it/#/ .
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ereate environments that are constellationary, so that diagrammatic relations can be used to

re-order familiar conventions through acts of generative, performativengagements’

1l

FigureBOWE #1 WUt 6 YqWYnNWNSWIWe Rt ecalWl NWUHA! gkt WOYT W+W qicUqR

21 2 HE Ul kKt WOYqRYUWY n dkbeskedol thaicongi@iénlthdté éystédl R ¢ G Ra ! |
should be understood by what it does, nobnly how it is structured #8 Thus, the above
examples raise a key question regarding online exhibition¥Vhat do they do that the physical
cannot? This question has beeraddressed since the 1990s by scholars such as Wendy Thomas
and Danielle Boily who, irtheir article Wirtual Exhibition Production: A Reference Guid€1998)
state: ek virtual exhibition holds limitless data.+° Indeed, as demonstrated byCodex
Atlanticus, digital is the perfect environment for exploring culturaheritage data, which is
related to, but distinct from, physical objects or texts.As such, the question could perhaps be
rephrasedto: What can data do within the digital spacethat cannot be done in thephysical?
Returning to Drucker, altural heritage data is malleable and observer dependent and thus able
to rshift from conceptions of interface as things and entities to that of an everspace of

interpretative activity.H° Further, it can be linked, creatingconstellationary environments that

SDrucker, /bAIJI NnYI G ¢ qR2UIW~¢qlll R¢tRq! We UTWUNG WYl DgRACTW GGI Ye¢
http://www.digitalhumanities.org/dhqg/vol/7/1/000143/000143.html .

%8 | bid.

%9 Wendy Thomasand Danielle Boily/bé Rl g2 ¢ 0 WWE+ 6 RARqR Y U WA |,n¥liseuthgad Ua W WA IJT
the Web 1998 accessedJune 15, 2025,

https://www.museumsandtheweb.com/mw98/papers/boily/boily _paper.html .

02 2 Ht Ul AWBLANDI nYl G¢cqR2UW~¢qll RedRa! WeUT WNSWIYI WaqRHE O LW
http://www.digitalhumanities.org/dhqg/vol/7/1/000143/000143.html .
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highlight the complex networks in which cultural heritage operateBeyondthe interface,

however, it is important to ask:How is data fundamentally related tocultural heritage objects

and exhibition-making? The following chapteraddresses this questionby outlining how data

canlJAGHYT ! W6 WrYUqU+qWY! Whe¢ el candhgvnitbdanbellgdd ToldHa e UT L

support curatorial practice and meaningmaking.
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3. Data: Aura, Context, Narrative and Curatorial
Practice

This chapter describes the relevance of datate U LUY H T 1J H cprdthdldft ¥ad bel@érmpipyed
to support curatorial narrativesandh T 2 U4 @ R R U BrfinklexRibitidhs. It situates my use
of data in thisresearch projectwithin theories ona) 6 1J W2 ¢ @ e &f Hilturalliveritage objectd
the history of exhibitionrmaking; and contemporary curatorial practice. Through this chapter, |
address knowledge gaps inonline exhibition-making, approaches to cultural heritage data, and

curatorial methods for digital content.

Firstly, | build on Boris Groyg WWRT 1J¢ WY n We¢ dbjettskte propodistiaitgsindez q) LU
Walter7 1JU T ¢ oRdd ©fc 2 | ¢ WRt W Y Y aqdl WR U Herdy lcshiexdyrtandoe WE R aq Y
captured through data in the absence of the object itselfMy position is considered alongside
digital projects and associated literature that have explored the possibility of digital aura. While
many of these projects also acknowledge theelevance of context to aura they tend to rely on
T RORcécaWt 21 | YReqWt WaqYWRYAGGWUt ¢cqlWnyY!l Wb WWYATWHqK
Q¢! WANWHEGageal BT WROWI ¢qeweayOtow] | Y+ kWs Yl t W 2 GGY
an individual object, while Stéphanie Bertrah kK + Wl 13t J¢ | HG WRY We t JanlWa Y WIJ# q 1J(
objectis relationality. | outline howthis research projectseeks to capture thish ¢ 2 | ¢ WY n W
| Dd¢cqRYUc¢ORq! k ALE IUYERWEWRRIW tRIFHIC O Td dbfglelthatziny | ¢ 1JT & WT ¢
addition to connecting objects, Linked Datacan also act asfparergak(fsupplementg) to an
objecty a means to linkit to a web ofentities (people, places, everts, etc.) that all contribute to

its context.

Drawing on the work of Kerstin Smeds and Peter Jondhe chapter outlines how the
relevance and importance of context to exhibitiormaking aligns with the history of collecting
institutions and their evolving functions.It demonstrates how, over time, context has moved
from being absent, to didactic, to dynamic and relationalarguing that it is now considered
fundamental to meaningful exhibition-making and visitor engagement, especially in the digital
| Jeaatowl I Yawsyl dawf WwRUql YT e #1WHe ¢ R WO/ WRHIG WG FH6 RA R
making, relatingthisq Y WWE & 130 H & GALNY AL REOYTURUIEFKaLUn Y ImikengR 1 the Y I WG 13 ¢ C
describe how both context and junctions can be encoded in data to support visitor meaning

making in online exhibitions.
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Building on the history of exhibitions| address another gap in online exhibition making
describing how online exhibitions are either composed of data or texb argue that in both
instances, the capacity to communicate context is limited. | draw on the work dbrucker and
Lev Manovich to argue that data can support narrative and vice versa. To demonstrate this, |
conclude by describing howBeyond the Bookcombines both prose and data to support visitor
meaning-making, suggesting that this relationship could have practical implications beyondthe
exhibition. Lastly, the chapter addresses the lack of the curatorial methods for developing
online exhibitions, proposingthat digital humanities methodsy such as creating modelled
instancesy could help strengthen curatorial practices in the digital age. | build on the
701 qlaelUn&d Mgt WagVYW 2NNt qWadéc qugséJWhT Rt ¢ GGYRUaqG I
practitioners around online exhibitions is due to this lack of method. From here, | draw parallels
HJqs DUUWSHI Rt aqkt W It H#I RGaq R Y-bhakivignaiiitte priekice of ¢ qq Y1 R¢ @ Ws
creating modelled instances and Linked Data related to cultural heritage materiaproposing a
new method of curatorial enquiry for online exhibitioamaking. | describe how this method
reinforces the relevance of the curatorwhereit relies on curatorial expertise to create context
through data, as well as to mediate this context. | conclude by again drawing on the arguments
of Bertrand to demonstrate how my research project addresses a knowledge gap in curatorial
practice: by employing Linked Data in the creation of an online exhibition, | nohty highlightan
objectis relationality, but am able tobridge the divide between online exhibitions and

collections.

3.1 Virtual Auras

For Benjamin, the aura of a work of art ia product of its authenticity which, in turn, is

RUqlI RUt RHC¢ 00! Lbwie &hd hidey YidliprésehdeYnitimeldrdrspacdlits unique
existence at the place where it happens to bes This unique existence of the original work of art
includes the rehanges which it may have suffered in physical condition over the years as well as
the various changes in its ownerships Consequently, for Benjamin, it is the history of an

objecty rthe essence of all that is transmissible from its beginning, ranging from its

substantive duration to its testimonyy as well as thesistory which it has experienceddthat is

what gives itits aura.> Mechanical reproductions do not have this history and thus Benjamin

1Walter Benjamin, /6N 6 D Wi YI ¢t WY nW | qWRU Wa 6 1J L +illLhilatidhs, édifHarnahR ¢ 0 WA 13
Arendt, trans. Harry Zohn(Schocken, 1968), 220.

2 bid.

31bid., 221.
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concludes: roRat which withers in the age of mechanical reproduction is the aura of the work of

art.H8 While Benjamin acknowledges that ma work of art has always been reproduciblethrough

imitation, his critiques are centred on the mechanical reproduction of works, for instance,

photographic negatives, wherein /ene can make any number of printss Over time, however,

b HEYOC! t WEe21IWEGCCHRINT W7 WUT ¢ AN kecenth hiswapiR has 131 LWa Y Wa 6

been cited by many in theicriticism of collection digitisation and online exhibitions’

Whilex RUe2t W UT W1 t++ YOWOYqUt WagbcecaqwW7O0TeaRUKT WIIt t ¢
MmcectlNUqgcec qRYUWN Y Waodud to Ehelninsss pibtiiétionlagd thndiinptigrt of
cultural products Hhe argues thatthe textsstrives to elucidate how new media have contributed
to a fresh perspective on the notion of art, necessitating a reassessment of art history and
established values H Similarly, SusanHazanargues that Benjamin viewed the forfeiting of aura
as astiberating phenomenonA where this enabled the work to meet the beholder halfwayin
mepening new forms of perceptionand] the accessibility of art could move fromprivate to
public, from the elite to the massesH Indeed, in W7 JUT¢ G RUk+ WUOYqRYUWYnWeeal ¢L
history and the way the object embodies that history, in lieu of the objectan data highlight this
history in a way that the object cannot? Could this reassessment of art histognd established
values include a rethinking of data as asuratorial objecttthat embodies an auraof its own?*°
~lWel Ne@W0qWn VYl Waé lJWh ¢ 2 | artloitiy hiddia theoistiahdce RaG T + WY U LWa 6 K
philosopher Boris Groys whg in his bookin the Flow(2016)R Uq | YT 2 #IJt W6 Rt WUYqRYU W

without objectsk!! Before aligningmy arguments with those of Groys, | will first situateur

4 1bid.

5Ibid., 232.

6 See, for exampleSusanc ¢ A ¢ U A WN 6 1IJ11sETRareabpaceliFit Erchaatihhent in a Technological
World?,Nliilseums and the Web 20Q, accessedJune 15, 2025,
https://www.museumsandtheweb.com/mw2001/papers/hazan/hazan.html .

7 See, for example,Jodo Pedro Amorim and Luis Teixeirs; | qWR U W@ 6 WW? RNRa¢ aWT 21 RUNLWE
and Apparatus of Online ExhibitiongtRUpkatha Journal on Interdisciplinary Studies in Humanities2, no.

5(2020), https://doi.org/10.21659/rupkatha.v12n5.riocls1ln2.

8x RUat W UTWI++Y0AWm ¢lqll W7RUU0TEeGRUWBIN®OS b WA NG W YI t WY
Classics in Media Theoryed. Stina Bengtsson et al. (Taylor & Francis Group, 2024), 12, ProQuest Ebook

Central.

7PUTEORUAWBNSG W YI t WYNnW | qWR U Wa 6HdAahA MidNMiualNira3 B8 6 ¢ URHA ¢ G LW
210.

0 Thisterm is used byJoasia Krysan her discussion ofsystems and curating. Shedescribes how

systems cannot only refer /0 the physical site of the computer and the network but also to the technical

and conceptual properties of what constitutes the curatorial object- for instance, works distributed over

networks, dynamic and transformational systemsrdin this context, Krysafi WT 13t #1 RARUN Waq 6 I Wh Ae |
YATWHQKk WEt Ws ¢ qld2 131 Ws W 13130 WsA¥9 eql Gdnptifemialitgt zhe wook RFY U FOLE 1J 1 W<
the curator in the age of network systemgtn Curatingimmateriality: the work of the curator in the age of

network systems, ed. Joasia KrysgAutonomedia, 2006),14.

11 Boris Groys,In the Flow(Verso, 2016), 15, Kindle.
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positions within nascent literature Y U LA T R N &hdj definditheenl incogplsition tosuggestions

that the aura of an object can be captured irits digital surrogatealone.

Digital Surrogates

Throughtheir analyses of online exhibitions some scholars havediscussed how new
technologies can assist in creating a digital aurdn these instances,however, the traditional
curatorial object (the work of ar) and the physical exhibition space are merely replaced with
digital surrogatesy high-resolution images of original works displayed in an abstracted digital
gallery. Forinstance, creative technologists FranziskaHannRR et al. argue thatrimmersive image
worlds can create a strong auratic effect as a digital representation of arxhibition.H? In their
discussion on a student exercise at Technische Universitat Dresden to creata virtual
counterparttotheUUR2 IJ1 + Raq! kt W q b ¢ Uagsddidie auiialinvidn tHedigith) 6 13 LWIC 2 q 6 VY |
reproduction of artworks in the3D-modelled space. Theysuggest that visitors can enter the
aura of the reproduction by selecting and viewing theeproduction, then interacting with it
through madditional information and rsocial exchange with other viewers+#® Within the design
of the virtual counterpart, the aurais representedby a dropshadow underneath the digital
reproduction as it floats in liminal space.The authois argue that aura is further emphasised by
their use of a virtual gallery space they terrnthe rwhite planeHy a play onthe well-known
concept of the fwhite cubefy which aims to minimise visitor distraction from works of art
through pared-back gallery spaces* The white plare achieves the objectives of thewhite cube
by abstracting the Atlanta Gallery space which rfades into the backgroundsonce the visitor
approaches the aura. Thus,through the white plane,the visitor /eeceives the focus on the

exhibitand its aura®®

The study ofHannRet al. focuses onhow technologyy such as 3D renders of physical
spacesy as well asdesigncan create a virtual aura througtthe literal highlighting of digital
reproductions, and the engagement and interactivity of theisitor with those reproductions.
They¢ | NDe WWgéc¢c qWecUWhcel ¢ qRAWEIN N IIHqK LbRdsdinGtiat, t RAG 1JWa 6 |

within online exhibitions rthe sensuality, as well as unigueness of the artworks should be

2 Franziska Hannfet al., /67 | RUNR U N W? R N Rifg:cSimplify ¥<eRIdiBamde thiddghltmeY LU
Concept of Aura and White PlangdhlProceedings of the 2022 International Conference on Advanced
Visual Interfaces(Association forComputing Machinery, 2023,
https://doi.org/10.1145/3531073.3531158,

B bid.

1 bid.
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emphasised, as if they were designed to be exhibited in real spasg® Conversely, while their
study also concerns 3D virtual spaces,digital cultural heritage theoristsJohn Hindmarchet al.
further emphasise 7 13U T ¢ 0 Ritibr thalilbEréis a product of an objeck history, or in their
words, its context, which need not necessarily be represented by the object itselHindmarch

et al. suggest that thesmnove away fromobject-centric approachestis a product of the

h Gl nY!l &R Y m@tbiceptidd of thé museum that places as much emphasis on how an
object is displayed as it does on the object itselfwherein] the museum object [..] becomes

just another (albeit important) feature of the exhibit as a wholeg’ The authoss align this

thinking with Western democraic shifts raway from a pedagogical model to a performative
oneAwiththes/st6 ¢ UNIJWRULWG 2+ e Gt W 1JJadd FbdoRderndligodpdive BT 1J¢ LWa 6 ¢ q
information (or interpretations) handed down to us from an unimpeachable sources® While

the values of the performing museum draw parallels with meaning-making, in this sense,
meaning for the visitor is not necessarily derived from thphysical object. As the authors

explain:

Objects are no longer to be appreciated for their own sake [...] Stories, events and

experiences become the primary components of exhibitions; the objects have become
subservient to the narrativea FOIOKOe Wf qWHEY 2 01 WHKIWE ! Ne T Waqd ¢ q L Wi
(storytelling, education and entertainment) justify the objects. If exhibiting an otherwise

2Ul WAl t cAOGNWYAT VR WRY Waqd WWAWE qWs ¢! Wa VY Waldd G L
presence rather than any particular characteristics of the object itself. Instead of the

museum gaining its authority from its objects, the objects gain authority from the

museum.?®®

Through this analysis of the performative museum and the current attitudes towards the
role of objects within the storytelling/information transmission ecosystem, the authors justify

the use of digital modelsas such:

B HannRetal., /b7 1 RUNRUNLW? RNR d&&HipHAdpidmig/ HR B/ 35810 1R.858 11I58R n

17 John Hindmarchetal, /b8 UlIE Rl gqe ¢ W 2| ¢t alWINGWW9adaqel ¢dlWcJl RaéNIJLWWIS
Reproduction,iillThe Routledge International Handbook of New Digital Practices in Galleries, Libraries,

Archives, Museums and Heritage Sitesed. Hannah Lewiet al. (Taylor & Francis Group2019), 248,

ProQuest Ebook Central
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The object has changed from an endn-itself to a meansto-an-end; if the value of a
museum object is its ability to impart information or sustain a narrative, rather than
intrinsic worth, then a digital model that could impart the information or support the

narrative equally well could easily be substituted for the object®

Based on thisargument, the authors pose the question:Could we] replace all objects in our
museum with digital copies (or indeed any other information containing object, such as a
textbook) provided theysupport the story as e ectively?H! While they conclude that/medium

is irrelevant; only the message is importantsHindmarch et al. acknowledge that museums do
contain objects, and this isa vital reason why people visit thent? As such, they argue that aura
or affectual powery that which engendersman emotional response in the viewesty is a product
of a combination ofthe context of the object, the lived experience of the vieweand the object

itself. 23

To support thisargument, Hindmarch et al. analyse a project tolaser scan theShipping
Gallery at the Science Museum in LondonThesince-replaced physical gallery housed
approximately 1800 djects related to maritime technology. Before its closure in 2012, the
Science Museumenlisted the help of University College Londorto use laser scanning
technology to create a permanent recordof the Gallery. The result was aseveni RUz2 @ 1J LLj !
through videatof thespaceU¢ | | ¢ q 13T WH! Latdr dhdlf@atuingmomposddLUta | ¢
incidental music and added sound e ects.H’* The authors refer to this final product as a
digitised modely a digital surrogatethat can substitute the object for arb G 1J H R 3-Hefints 1J T (i
purpose.r® Hindmarch et al. suggest thatone such purposecould be information extraction
and state that, in such a case,sthe model can indeed be deemed a digital surrogate if the
information gleaned [from the model] is the same [...] as would have been extracted from the
same investigation on the real, physical object3® However, Hindmarchet al. consider the
Shipping Gallery modelmot simply as a carrier ofinformation, but as something viewed in a
wider context as part of a narrative with the potential for aectual power.H3’” Theyreport that

online visitors to thedigitised model had emaotional responses due totheir familiarity with the

20c RUOT G ¢l #6 W a LWealHastpus WA@Y q 2 ¢ O W
21 |pid.

22 |pid.

23 |bid., 243.

24 |bid., 251.

2 |bid., 245.

2 |bid., 246.
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Shipping Gallery and their subsequent sensef nostalgia & the prospect ofits closure.
Similarly, for others, the significance of thegallery and itsconnection to the history of shipping

and Britain more broadlyis what evoked an emotional response.

To further illustrate the centrality of context to aura, the authors provide the example of
an ancient (c. 2800 BCE) Tarkhan dress displayed at the Petrie Museum of Egyptian
Archaeologyin London. They state that, on its own, the dress does not invoke an emotional
response. Rather, itwas a combination of thelabel text that provided context by describing how
the dress was found inside out as if ithad been taken off and thrown dowrtdt wasthe viewers
subsequent rempathy with the pasty a result of being able to relate to such an agt and the
YATWUHRqWRqt 30 n Wa éringlUhiaty bnidl povredRyl Bribtiboa respovideré® T, the
authors conclude that/R q lWURt WUWRaq6 I We URYGGYUWUY! WGI YAGWGCE qRF
product of the object-plus-context.Hs® However, while the Shipping Gallerproject utilised
scanning technology to provide access to theallery online, thedevelopers still relied on
didactic methods used in physical exhibitions(narration and audio components)to
communicate context. Thus,where this context is unstructured and unable to connect to other
sources of information, it is at risk of becomingsiloed, or ironically de-contextualised or lost,

much like the Shipping Gallery itself.

Aura Without an Object

Hindmarch et al.k tobtept of digital aura, and their arguments for the factors that produce it

draw some parallels with Groys WU Y qq RY U WY n W¢ 2 Whetd sh&forder sugghsVthaT 1J H q |
digital aura is the combination ofcontext, lived experience and the objecttself, Groysargues

that rdligital archiving [...] ignores the object and preserves the aura® Groysexplains this by
describing how the flow of time consumes and eventually deteriorates objects without museum
privilegey q 6 W WHh q6 RUNY & Ws JWI WG We Us Y1 qé! WynwrYUOt Ul 2¢ qR
taken out of this flow to be secured and protected however,in citing Benjamin, Groys argues

that this results in a loss ofits saura of originality (originality being understood as the original

placing of the object in space and time)s! Yet, within the museum context, and in the absence

oftheh 6 131 1J Wecobithelbkije¥tahére isits metadatay rthe information about the here and

now ofs q 6 1J LY étigindHngatiptién into the material flow: photos, videos, textual

28 |bid., 250.

2 |bid., 253.

%0 Groys, In the Flow; 15.
%1 |bid.

30



testimonies.H?Thus,Ha RGT RUNWYUW7 WUT ¢ G RUKkt WIhe ¢ qRYU WY n Wad 1L
concludes that it is metadatars ability to captures the hereand now of an object that creates an

maura without an object HS®

] I Y! I k Wdsetheed hyBiapdlCameronwho equates the aura of a digitistion
with information it provides aboutits parent [the physical object]. For this reason, Cameron

argues that:

The digitisation is subject to and judged based on a relation of samenegsin respect to
how well oraccurately it simulates its parent, the physical object, and what it lacks in
terms of its physical characteristics and aura, that is, its history and connections with

people and events in the pasé*

Cameron goes on to criticise this sameness judgement of the digitisation, arguing thtte

digitisation has potential auras on its owry sborn of its multiple origins, histories and cultural

conventions; its di erent human and machine aesthetics, for examplas® Thus while both

Groys and Camerorbelieve the here and now of an object can be captured outside of the

object itself, as withthe previous examples,Cameron supplants the objectis aura with that of

its digital counterpart. In contrast, while Groys®# Y Ut RT 131 t Waq6 DWYHT UHbxK t Wa Waqcl
arguments focus onthe here and now of dataelated to a single object In the following section,

| build on the work ofStéphanie Bertrand to argue thatto be considered auratic, data related to

acultural heritage object needs to be connectd and enriched withcontextual information

related to the many and variedentities that contributed to the objectis journey through time and

space. YqUWYUG! Ws RGO Wg6RY WnY! GWe W RASWHhs WAWY N WG e URL
but it will also highlight the junctions between that object and others thus demonstrating its

place within a broader cultural, historical, social, and material network.

%2 |bid [emphasis added].
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Aura Without Obijects : Relationality

Contemporary art curator, writer and researcher Stéphani®ertrand suggests thatthe idea of a
digital aurais a laudable effort byrsome theorists and digital museologists [...] to set up
aesthetic experiences characterized by reverence and awe around digital asseg® She
describes howarguments for adigital aura are concerned withhigh-fidelity digital copies of
physical objects, whichcant 21 G¢t + W7 WUT ¢ & R U itylbyABsbriing phYt ofthé 2 q 6 10 q R F
original object /uinder certain conditions.H’ As Bertrandnotes, these arguments tendto
Jeeinforce a singularobject approach,Has theyreaffirm the primacy ofthe rmomentous, face-
to-face encounter with the singular artworkt® Asa result, they ignore the relational nature of
objects and extend the reasoning behind the aura and reverence felt in physical space to the
digital realm. Further, Bertrand argues that accounts of the digital auratargely emphasize user
experiencertto tackle the rphenomenological gap between ingallery experience and digital
access.H® Thus,according to Bertrand, theyoverlook a digitisationks rbiographical

continuity/ coherencenwor, to quote Benjamin, the rhistory which it has experiencedH?

While Bertrand does not suggest that a digital or virtual aura is possible, she does argue
that instead of celebrating thessingularity of artdigitisationsvy for instance, through
rphenomenologically richidigital experiencesy online exhibitions and collections should
establish reomplex semantic relationstbetween art digitisations.** While Bertrand does not
offer practical solutions to establishing such semantic relations, shedoes cite the work of
another theorist working in this field,that of Gaia Tedone whose proposed reeflexive curatorial
methodologyrihiolves /enline critical tracingrto sstudy links and patterns and create networks
of meaningt82 N 13T Y U 1Jk tintbstigate=iow thdtheaning ofa digital object or reetworked
imagenchangesas it travelsacross, and reflects back, the context ofonline environments,
revealing arshain of connections generated by its movement#® Thus, given its objective to
uncover the context of works via their relationshigio one another,N 13T Y U 13k t dbulldibe; 6 Y T LU
employed tocreate an auratic online exhibition.While N 13T Y Qudafotiallinethodology

responds to the nature of born digital works rather than physicaibjectsy acommon themein

7P ql ¢UT AWmw9e | cqRAUMBWEUIRUDWIYaaWNHqRY Ut

37 |bid., 42.

33 bid., 28; Ibid., 40.

711 ql ¢UT AWm92l ¢cqRUMNWEUGRUNWIOYaaUHqRY U 9wl

40 1bid.; Benjamind ThasWork of Art in the Age dllechanical Reproductionh215.

711 ql ¢UT AWm9 el ¢ qRUNWE U4d; idid. | BB DY, M. I HqRY Ut AwlIN=Z6 WRART t0OA
“2bid., 43.

“GaiaTedone,/bN | ¢ HRUNDW Was YI ¢ W1 Wf e NIt alw U WEkidalRAEdall~ 13 g6 YT U
Practice 18, no. 1 (2017)53, https://doi.org/10.1080/14682753.2017.1305843
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recent discussions on digital curating it does not includetracing the context surrounding a

physical object as it travels though time and spacenor where and how objects meet within this

context.** Further, while Bertrand states that N 1J T Y thEdiation strategy offocusing on the

digitisation performance within a network isrwital and should be widely implementednshe
acknowledgesthat it rabandon[s]¢ | qWR Ut qRaz qRY Ut k Wql ¢T RqRYUC¢ O Wn Y #H
personally interpret artworks/digitizations at any given pointé® WhereN 13T YUKk + WG DT R¢ qR Y (
strategy reffectively displace[s] the meaning of digitizations onto their performance in the

networkras opposed to how people interpret them it also does not consider or support

effective meaning-making.*® Assuch, the challenge for the curatorR U LI G G Y! RUNWNIIT YOI
method is to demonstrate the performance andfluidity of the online object across rparticular
assemblagesbwhile simultaneously isecuringmeaning and value for societyf..] amongst the

saturation and buzz[...] within the network.*” Finally, N 13T Y \grictide of tracing is seemingly

mostly conceptual; aside from her journal article,the is no documented evidence of her tracing

of a particular networked image object, thustiis unstructured and cannot be shared,

repurposed, or built upon todiscover new connections

Knowledge Gap: Aura of Data

NIT YOUkt WRYURDGqWY nWal g#RUMEILEDCYqREY LR th Riicas |1 R dURyId4 L
wellasc RUT G ¢l H6 WIJqLUe O FOK-pludisf IV HER WE WY ARV Go8Hkt Wel Ne
establishment of ,eomplex semantic relations between[art digitisations].wTheseall suggest

that if a digital aura is possible, it is not solely reliant on the reproduction of a physical object or

gallery space.While Groys touches on the ability of metadata to create aura without an object

he describes metadatarelated to single objectsand interms of unstructured documents and

resources: photos, videos, textualtestimonies.“® In addition toreinforcing the notion of the aura

of asingle object, suchunstructured data is presumably siloed and disconnected, denying the

objectc Ulh ¢ce |l ¢cWYnW NacqRYUcCORq! K

44 Although Tedone does briefly explain how she exploretwwo parallel tracks of investigatiorty tracing

the object (in this case a Tshirt) as botha physical object anda digital image. However, her attempts to

trace the physical object were largely unsuccessfulMuch like the sparse information captured in

cataloguing records, Tendonewas only able to discover basic information on the physicalshirty rits

label, which contained the most salient information, including the place and year of production, material
andsizeweNJT YOWUAWABNTI ¢ HRUNDW Was Y1t T Wf GeNIt alB3,BALEG I DRUND W~
S711 ql ¢UT AWm92]l ¢ qRUNWSUGRUNWOYOGWHqRY U AwlWINNIO
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This research project addresses this gapbuilding on the projectsand literature outlined
above to develop a method for online exhibitiormaking thatseeks to capturethe aura (context)
of physical objects by making explicit the junctions between themthrough data. In addition to
mediating and communicating context surrounding a collection of objects, this method
captures this information in data ina format that can be fed back into catalogues or other
resources, enablingits reuse and/or reinterpretation. | drawY U] | Y! Kk WOYqRYU WY n W e
objects aswell as hisargumentthat metadata facilitates interpretation of the museum object
which it has malways neededhto substitute for its ftost aura.H° In this regard, the role of the
curator is to determine the shape and content of themetadata. However, in contrast to Tedone
whot g ¢ qlJt Waé6 ¢ qlRqlIRY LWops détifrae conopxt And fix ideaidihgd drghie RAR G R q !
that the curator should providecontext in a waythat can be navigated by the audiencé¢o
facilitate meaning-making.>° | seek to demonstrate through Beyond the Bookand this exegesis,
that this can be achieved through.inked Data, which is an intrinsically inetworkedkdata format
a thereforecompatible with online exhibitions. Further, | argue that in addition to meeting the
HOS6YGOGT Ul Wécidnsc! AWTI cqecWAc¢UWget W6 W2 RIIs 1 Wese! U
qé6l el t k Wlylsdamehinglhatlthg FhiisiRal object cannot do®* Benjamin himself
touched upon the limitations of the here and now of the physical as well as th 0 13+ RAR GG Ra ! k WY
copy when he stated that he rtechnical reproduction can put the copy of the original into
t Rge ¢ qRYUY Ws 6 RAG Ws Ye G WA I WY Eonthisriealon, I3wdIding diirthe | LWa 6 13 WY
works ofLianne~ #N ¢ 2 Rt 6 A WIT ¢ q ¢QleH ¢ e iibdhiktb ihkithelHiGidctidia wider
world. The following section explains how | employed the notion gfarergaas a framework for
evaluating thecontribution Linked Datacan maketo an online exhibition.| argue that like
parerga, data can supplement what is fmissingkfrom the objecty its context. Thus,data has an

aura of its own.

Data as Parerga

McTavish draws onJacques? 1J| | RT ¢ Kk #fdid0 Yo tEECHbE molt virtual reality
galleries reflect the framing devices ophysical galleries tossimultaneously produce and
challenge binary distinctions between essence and ornament, the art work and iesxteriortGfb

She argues thatvirtual galleries achieve an illusion of space byataining the parergaor foy-

4 Groys, In the Flow, 15.
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pictured in the Michelangelo gallery of the virtual Louvre Museunfor exampletGftHowever, like

Derrida whochallenged Immanuelu ¢ U q k t WA 1J i RaEngdimedhanmiditad MdTavidh

believes they are crucial tothe seritical appreciation of the role of(l e t 1J 2 &sttheyrproduce

a bounded object of study (namely the work of ast and highlight that the work has been

decontextualised as it isdisplayed in aspace that is not neutral>® In addition to establishing

boundaries for the work,however, parergaalso extend itor, asJanetMarstine states, they link

the work to a wider world*® As McTavish agues, in the case of the museum agarerga, this is

achieved throughthe fixtures, lighting design, audio tours etcthatA Rt a| ¢ Haq KtHig 6 J W2 R1Js5 1J
disallowing mauthentic ...personal, intellectual, and spiritual encounters with art workdCib

However, toacknowledge parergais to acknowledge that something is missing from the

original, as Derrida explains: rHarergaare] summoned and assembled like a supplement

because of the lacky a certainh R U q) iddletériniinationy in the very thing it enframe&3s

Thus, in this sense, context serves aparergato the object as it provides the object with
meaning by placing it within historical time and placg something that the sedentary museum
object cannot do alone. This position again builds on that oGroys whoargues thatit is the
documentation of artworks, more so than the objects themselvesthat can reach a broad
audience. It therefore follows that online exhibitions should experimentwith the interpretative
and accessibility capabilities of metadata in the digital space. The challenge in creating a data
rich online exhibition for the Emmerson Collection is that it is a collection of complex objects
composed of interconnected parts that reflect various histories of writing, publication,
production, ownership, and journeys through time and space. Howevelt is for this reasonthat
11 Yt kWwWel NedlUqt wYyOwagsWWrIUql ¢iRa! WYnwWd2W30qt Wa YL
collection of predominantly sixteenth centurybooks. Groys describes how contemporary art
collaborates with the flow of time and thus contradicts/é | qk t WYl RNRUC G WGal GYt Wa L
[ite POHe states that contemporary art does so by imitating the immaterial futurein which

things now contemporary will disappeartCGfdnstead of artworks, such a futures capable of

541bid., 230.

% 1bid., 231.

56 Janet Marstine,New Museum Theory andPractice: An Introduction (John Wiley & Sonsincorporated,
2005), 4,ProQuest Ebook Central
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producing temporary activities such as artistic performances, exhibitions, and events. dys
argues that, instead of beingpreserved and contemplated like traditional artwork$1 these
events can berdocumented, fcovered Knarrated and commented ortGi#Furthermore, where
mraditional art produced art objectsHd &roys argues thatnsontemporary art produces

information about art eventdC#&

While the Emmerson Collection is made up oéxtant physical books,¢ 0 0 Waq 6 WWHY Yt t K L
histories are fundamentallyfeventskand can be documented as such. For instance, John Milton
writing Paradise Lostis an event, so too is John Emmerson viewing a copyTdie Book of
Common Prayerin ra country church near Oxfordiswhich influenced his decision to purchase
his first antiquarian book (another eventf? Furthermore, while these objects embody their own
unique history (or authenticity), their historiesalso intertwine. As a collector,JohnEmmerson
decided to focus on booksn&z HGO Rt 6 JT WYl Was e Wl WGe HG Rt 6 3T WRUWI 13t G
events of the seventeenth centuryGfSuch great political events involve a variety of people,
places, things and concepts that appear in a multitude of histories, including those of other

books. It is these events and their related entities that give a collection itgontext.

RouhanMao and Yi Fu build on the Latin origin of the word contgxfrom fcontexerex LU
meaningh q Y Ws 1J¢ 2 WY ly tiprypadd Hidefintlich af&ddtext specifically in relation to

interpreting cultural heritage objects Mao and Fu state that

The context of an object consists of three elements: related people, related objects, and
related actions or events that occurred at a particular timeand place(s).Related people
refers to individuals or groups that own, use, or create the object, while related objects
are those that surround the primary object or form a set with it. Lastly, related actions or

events refer to how the object was created and utilise&

This definition implies that relationships between objects, people, and places are integral to

creating context, but it also privileges the object by placing it in the centre of the web of

61 |bid., 14.

62 |bid.
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contexty the nexus that connects all contextual relations. Yet, to create a rich web of context,

¢UT Wt e At Jhue 3Uqd! WUl I ¢qR2IAWNY ! Wec UWYHRATWRgAWY OW
diverse relationships, juxtapositions or junctions between other entities: people and ideas,

people and people, places and events, materials and documents, and so on. As Ross Parry

explains:

TYWRYURIUR2WJWWh Gt Da QWYHATUHQK Weiq6 ¢ qWRY We UWLYATWH
from another external, localised everyday context and placed within the frame of the
et DelGb AWRY WnaUT ¢ WUqcad! WgqYWRYURNDR2IJAWA! W 13

pieces of information.®®

Forinstance, the Emmerson Collection mostly consists of items produced during or in

response to the English Civil War (16451). While the books and pamphlets alone, through

their text and illustrations, can tell us a lot about this period and the events with it, for the

audience to appreciate why they were produced and usech broader story needs to be toldFor

example, while te text forA true copy of the journal of the High Court of Justice, for the tryal of

K. Charles lalone will give a detailed accout of the trial of the kingin orderto enhance the

2RUs Ul kt WRUqUI Gl Dae qRYUAWRYUqU+qWUUUIT + WY WAHWNR?2
preceding the trial, before the item itself was created®” What did Charles | do that led to his

trial? Who supported him? What did he stand for? What did his opponents believe in?

Hazan, and Dekker and Tedone argue that objects and their digitisations are
continuously recontextualised through physical modes of display and thesomplex
interrelated U 1J 1 5 ¥hht is she web 2 As the above demonstrates,however, so too are the
entities that are related to those objects.While narratives can build on these re
contextualisations to create a story, they require the contexbe providedin the first instance.
Asshown in the following chapter,the importance of context to exhibition-making can be

traced through the evolution of collecting institutions. While such context is still most often

% Ross ParryRecoding the Museum: Digital Heritage and the Technologies of Chan@eylor & Francis

Group, 2007), 80, ProQuest Ebook Central.

7 Charles I, John Phelps, and John NalsoA, True Copy of the Journal of the High Court of Justice, for the

Tryal of K. Charles I. As It Was Read in the House of Commons, and Attested under the Hand of Phelps,

Clerk to That Infamous Court. Taken by Nalson, LL D. Jan. 4. 1683. With a Large Introducti@Printed by

H[enry]. C[larke]. for Thomas Dring, 1684).
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communicated through text, it can also be captured in datg data which, when modelled and

GRUt DT AWrRc OWIF Gl Ut Wb WdW BacqRYUcaWwWUWqs Y1 t41 Waécaq

3.2 Context and Exhibitions

Thefollowing section explores how context has become central to exhibitiormaking, reflecting
broader shifts in the role of collecting institutions.Drawing on the work oKerstin Smedsand
Peter Jones, trace the evolution of context within exhibitionsy from absent, to didactic, to
relationaly to show howit now shapes both curatorial approaches and visitor engagement. |
arguethat, for online exhibitionmaking, context can be encoded in daato form rich auratic

networks around objects.

Historical Background

Prior to the twentiethcentury, the function of the collecting intuition was to care for its
AYOGOGWAqRYUAWSWURDWqS IWY! RNROt WY ka6 IR D IWH by HIEE £ b
audience was not considered within this function other than as the passive receiver of

knowledge from the curatorscholar, or from the object itself. Smeds argues that this is due to

the intimate association between the developmentY n Wad 2+ e G+ We UT Waqdé DWWl 132130 Y
sciences and the artdCPsShe states thatrenany of the sixteenth and seventeenth century

cabinets of Naturalia, Artificialia and Curiosities were assembled by scholars linked to libraries
¢UTl We UR2 11+ RaqRIJt We UT Ws 31 JWet T WHKFot thisrddgom] ¢ | #6 We UT U
objects in these reabinets and museumsy a6 ¢ q WRt a W+ 6 RARQRY Ut wils JI W R
scientific modes of classification, reflecting the Enlightenment ideology of control over nature

through order™ N 6 13+ DWW+ 6 RARQRY Ut WERGWT WqVYWHYGGe URHE qlJWh Y
offered rmo information about the origin and previous ownership of objects, nor about their

b YHRC O WY WY @EhéMisitor Snedslargugs, W 2 GGY 4 U1 WaVYWhaldel Uk Wt Y
H! WaVY®t RONDIOW

Smeds aligns the period after the French Revolution with the introduction of written text,

context and pedagogy in cultural institutions’* During this time, the museum became a more

8 Kerstin Smeds, /On the Meaning of Exhibitiong Exhibition Epistémes in a Historical Perspectives
Designs for Learning, no.112 (2012). 51, https://doi.org/ 10.2478/dfl-2014-0004.

0 bid.

" 1bid.

2 1bid., 58.

7 1bid., 59.

" 1bid., 60.
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democratic space wherebyssitizens and their leaders would come together to express their

collective political identity ,ithus texts were needed forsommon peopletto /uinderstand

¢cU! g6 RUNWY n Wa 6 13 WH Y Captdidiog tdlSYnadd| dhé dbjéldiee bfithesé t€xis

was to providesr&st Y G G1 6 DUt RAGUWHYUqU+ qWwe U7 W6RY qYI REC O W UH
their meaningmakingandinfa G 1IJ¢ 1 URUNK W¢ HY2 qWI RN IDWRUW 6 WWGEt q Ok

Over the course of the nineteenth and twentieth centuries, texts within exhibition
spaces became the default tool to aid visitors in their acquisition of knowledge. Jones
acknowledges that this/d¥ook-on-the-wallkapproach tolJ # 6 R H Rsopidetstandably
anathema to mosti 13+ R Niithrgbesthat these texts are necessaryas ssontents on
display call for thought by the visitor, not merely casual ocular encounté©ftHe states that
objects o not have meaning of themselvesc UT WHI RqRARY It Wa 6 1 Wikbkeq RY U WY
two central and interconnected tasks [of a museum§ asgues Jones, areto understand the
internal nature of a thing considered apart frorall others, and also its relations with other
thingstOBAccording to Jones, during the nineteenth centuries arbindue 1J G G 6 ¢ WaR plased
on the former whileremphases on processes and relations betweem 6 R WvEre raismissed

as philistinismtOPb

The movement towards understanding and communicating the meaning of objects
q6l YenNEWqSdWRI WHYUqU+qe UT W WaeqRYUCORq! WHe OWAIIWI
description of his curatorial work. Obrist, one of the most wetknown contemporary art
curators and theoristsworking todayd T It H#1 RAGE RO WHIGRYWH 2 UT ¢ G WUq¢ O W
curator, and for his exhibition-making. He states% Waq 6 RUt Wn Y1 WG 1J WHRaking. We O O We H
Curating is all about making junctions between people, between lgjects, quasi-objectst3fb
§HI Rt qkt W WnWURUWqYWag6Wne UT ¢ WUq¢ 0 Hdogsiat q RY Uc¢ & WC
stand in isolation, nor is it new. Quoting William James in 19938usan Stewart contrasted the
13t + WOHWWY nWe Wh 6 e 0 ¢ Uk WH Bfawdddrat. FSiewaid stRte dheteyiderg LA 136 ¢ 2 R Y
the wood rat collected silver, tobaccos, watches etc. without seriality and for their sensory
tue ¢ ORQRIJE We Y UA Lbaes WHLN & 18 g R YUBIE & FHHLIRR URN RE¢ UR 1J LW

BEGUT AWms UWaqé W~ WE¢URUNWYNWE+6RARQRY Ut AwlZ MIOLW

8 1bid., 61.

7 Jones,Museums and the Meanings of their Contentd 818l

8 |bid., 915716.

1bid., 915.

80 Hans Ulrich Obrist, slans UlrichObrist on What It Means to Be a Curator in a Time of Rapid Chafges LLI
https://www.sundance.org/blogs/hans -ulrich-obrist-on-what-it-means-to-be-a-curator-in-a-time-of-
rapid-change-3/.
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one another, viarthe seriality that such a relation impliedGisThus, to the rat, the objects in its
collection are rintrinsic objects, objects complete in themselvesCGRAlternatively, the human
accepts differentiation as the very basis for the existence of a collectiorfor as Steward notes,
10 group objects in a series because they arthet ¢ ( i to simultaneously signify their
differencetC?

Echoing the principles of new museology, bth Smeds and Jones argue that the visitor is
now central to museum practices and exhibitionmaking. For Jones, centralisation of the visitor
¢UT W6 WRI WRUqUI Gl Bage qRYUWYnWYATWUHEqt Ws Rqé RULWa G 13 LWL
demystification and dethroning by means of emphasis on the contexts in which objects might
be fruitfully approachedt3faNriting twenty years later, Smeds states that to tackle museum
fatigue in visitors whoarenow® 1J¢ 2 RGO ! WG Ye¢T UT wls R WRUNY! ¢ qRYUlLlq
are looking to the structure of the web to design their exhibitions to facilitate visitor browsingf
objects and contexts.® Both these argumentsdraw parallels with] | Y! t K WWRT D¢ WYnlWeeal ¢l
objects. Jones suggests shift from prioritising objects, to focusing on their context to support
meaning-making. In turn, Smeds argues thato engage the viewer in the physical space,
exhibitions should support the serendipitous browsing @ object contexts. Smedsconcludes
that such an approach relies onintensified research in collections, documentation,
aggregation of information, references andt Y U q 1J  q LUTA\&/HRdisheRIoED Hot@iaborate
on the concept of contextbuilding, Smedsdoes draw parai 0 IJ 0 Ws R a 6 LWSnkhkingt qk t WT 2 C
While both methods can be used toform rich contextual (or auratic) networks around objects,
these concepts raise key question as to how they can be practically implemented in the

creation of exhibitions.

Data and Context

As indicated by Smeds, capturing context in the physical exhibition space can be difficult, as, to
retain viewer attention, textual labels need to be short and succinct. Online, however, entities
can be represented byconnected data, which provides explicit structureand allows a more
relational or multifocal view. For instance, data can be encoded to capture relationships such

¢t Wh WR O Rsi6eRABARIEI2UG Y 0 ¢ qRHACTGO! WHI e qldt W6 JWarYU2 131+

81 Stewart, On Longing 153.

82 | bid.

83 bid., 155.

84 Jones,Museums and the Meanings of thei€ContentsA 817.
8 Smeds, /©On the Meaning of Exhibitions &8.

% |bid., 69.
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explain individual objects. Data provides options for visualising, navigating, and presenting

relationships that are broader than those offered by text alond. UT 131317 AlWs 6131 W7 BUOT ¢ a R
notion of aura is tied to the here and now of the work, data can4@ntextualise the work within

a broader worldy a web composed of time and places but also people and thingShus,

through data, online exhibitions might operate a aggregates of interrelated entities, forming

rich contextual networks. It is this context-building or junction-making that produces the aura

of datawithin exhibitions, aswhere narrative situates the viewer as a passive receiver of

information, context provides them with the tools to begin their own meaimg-making. As shall

be discussed in the followingsection, however,there are many things that cannot be captured

A Wi ¢gqecaWqélWwle ¢ Ut WYNWe OWwWI230qAWe OWRUT R2RT 2¢ 0K
relationships, and the everyday impact of a book on those who possess it, to name a fefs

such, to effectively supportvisitor meaning-making, online exhibition should supplement the

granularity lost through data with text.

3.3 Data andNarrative

This sectionaddresses another gap in online exhibitionrmaking: online exhibitiors are either
composed of data or text, yetin both instances the capacity to communicate context is limited.
| draw on the work oDrucker andManovich toargue that data can support narrative and vice
versa. To demonstrate this, Idescribe how Beyondthe Bookcombines both prose anddata to
support visitor meaningmaking, suggestingthat this relationship could have practical

implications beyond the exhibition.

Context Fattening

As indicated inChapter 2, some online exhibitions use data to represent largescale networks
of relationships. However,these sites do not usedata to communicate context, nor do they
make relationships between works explicit or demonstrate the diversity of these relationships
thus, they lack a discernible curatorial approach. For instance, iAn Atlas of Emotionsy
Google Arts & Culture and the University of California, Berkeley, digital surrogates for objegts
presented in the form of colourcoded circlesy float in a liminal space(seefig. 7).%” Artworks
are coloured and positioned according to survey dataorrelated to the emotions each work

evokes, with the visualisation showing the ceoccurrence between these emotional categories

87 Google Arts & Culture and University of California, Berkeleyn Atlas of Emotion§l i l¢ HE It + 1JT Ws 2 U1
2025, https://artsexperiments.withgoogle.com/art -emotions-map.
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bin Yl WIF¢ 8 GUUWANgs WI0Whs YUT U1 oes Dk WeUT WheecaaUt t o
objects, or between objects and people or places, are encoded here; the interface is unable to

show any (curatorial) context. Instead, the exclusive focus on classified eotions results in a

flattening of context, and the range of other connections is not explored or communicated to

the viewer.

Google Arts & Culture About

Figure7. Screenshot ofAn Atlas of Emotiondy Google Arts & Culture and the University of California,

Berkeley(detail).

An Atlas of Emotionstogether with the previous example offhe Russegger Atlagboth
by Google Arts & Culturg demonstrate two of the three discussedcommon formats for online
exhibitionsy those that are either entirely prosesbimok-on-the-wall') or datadriven. Thus,they
reinforce the notion that database and narrativeexist within a dichotomy, something which
media theorist LevManovich describes in the first half of hid999article batabase as
Symbolic[ Y | Butdater challenges. In this article, Manovich beginsanalysingthe relationship
between databases and narrativesin the context ofnew media objects andthe cultural sphere
more broadly. According to Manovich, in contrast to the database, whicheepresents the world
as a list of items which it refuses to ordef rarrative rereates a causeand-effect trajectory of
seemingly unordered items (events}® Thus, herefers to database and narrative as reatural
enemiest3BT o illustrate this, he describes websites as databasesto which new links can be
added towhat is already there. This frepen nature of the web asadl IJT R2 O wllq 6 131 In Y1 1J

contributes to its manti-narrative logic with Manovich explaining that/b Réw elements are

88 |_evManovich, lbatabase as Symbolic Fornfl @nvergence5, no.2 (1999):85,
https://doi.org/10.1177/135485659900500206
8 |bid.
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being added over time, the result is a collection, not a story. Indeed, how can one keep a
coherent narrative or any other development trajectory through thenaterial if it keeps

changing?H°

AFalse Binarism

As Manovich later argues,new media objects place therepposition between database and

narrative in a new lightG¥He explains thatbehind the surface ofmost new media objectsare

databases, and that the act of creating a new media worlkean be understood as the

construction of an interface to a databasé0&N 6 2 + A Waq 6 1J WR U aphténikaf thddndick U T Lia 6 13 L
(the database) have a symbolicrelationship, yet they are separate meaningit is spossible to

create different interfaces to the same materialOfAs such, the interface can rtranslate the

underlying database into a very different useld # G 1J| R Idrig #ad rsdefineseur concept of
narrativeltOfdindeed, wheredatabases allow theuser to view, navigateand search, the new

media interface allows themarrative userkto traverse a databasey réollowing links between its

I HYI T WEt W3t q¢c HAO Rt 6 1JICENRholtiah étidddds, hayeverdhatldant LWHET 1J¢ aq VY |
arbitrary sequence of databasd 1J # Y Is hot amarrative®® He states thatto be considered a

narrative, acultural object must meet several criteria including those outlined by literary

theorist Mieke Bal: namely, its neontents should befa series of connectedevents caused or

experienced by¢ # q Y ¥ Marokdeh further clarifies that: /énumber of database records linked

together so that more than one trajectorys possible [is]UY q Wt e n3HRIJUq6 Wad ILWE 2 qb Y

control the semantics of the elements and the logic of their connectioi...e w

As such,while there is/mothing inthe logic of [the database as medium] which would
foster [the generation of narrativéA tbe database can support a narrative’ In turn, narrative
can guide the user and offer entry points into the databasd.ike Manovich, Drucker questions
why rdatabase and narrative are often used to define two poles of a false binarism in which

modular elements in a relational structure are opposed to the synthetic continuity of a prose

% |bid., 82.

°1bid., 87.

92 pid., 86.

B¢ UY2RAGAWMW? ¢ q¢c At DWet WE! GAYORAW[ YI G AwllY O
% |bid., 86.; ibid., 87.

% |bid., 81.; ibid., 87.

% |bid., 87.

97 Mieke Bal,Narratology: Introduction to the Theory of NarrativeUniversity of Toronto Press, 1985),.8
Quotedin~¢ UY2RHS AWmL?2 ¢ q¢c Het I8TWect WE! G AYOGRAW] YI 09w
B-cUY2RAGAWML? ¢ qc At DWet WE! GHYORHLW[ YI G AwlIYTIHO
% |bid., 88.
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q 1J #%8nSmead, she argues that database and narrative argpart of a single process in which

explicit organization and synthesis are complementar§3f5 To illustrate this point, Drucker

analyses the relationships betweerfg) 6 1J WWH Y ¥rtorlibécartdHivibr metworked| 13t Ya | HIJKk 4
viatwo case studiesthat include her ownpersonal database memoire project All the Books |

Ever Wrote and Never Published or Thought | Might Wr#d_L). ALLwas born from? | 2 Ht 1IJI| Kt
need to archiveher unwritten books; she describes how initially she thought the product of the

project would be aphysical booky a narrativeabout her and the unpublished books However,

through the process of scanningeach page ofthe manuscripts and creating a spreadsheet to

record them with a unique identifier,she began to think about theimetadata. Subsequently,

Bt WGel qWYnlWad VWG Y H IDiutkdtdfganised hé thdught3 dmgedéthory, | ¢ qR 2 1J A k|
lived experience, the nature of the manuscriptg...] as well as different characteristics and

features of thes Y | t | w LU cstrubiirdlif? 8he deHdribes how through this practice

it became clear|...] that that structured data format, that forced one to make certain
things explicit became a kind of mechanism for articulating in synthetic narrative form

what those kinds of more structural featuresof a life might be!%

For Drucker, the generative process of creating datand drafting narrative was not binary

Rather,q 6 DWh RUq UG WAgqecadWAYUqUUqk W 6 touebe IT WY WGI YT 21
repurposed or used to generate new intellectual content in the othefThus, Drucker concludes

that nestablishing categories and structuring relations and dependencies in a database are part

of the infrastructural underpinnings of narrativeG

Knowledge Gap: Data and Narrative

While Manovichand Druckeranalysethe relationship between data and narrative in the context
of new media objects andan archive respectively, their arguments can be applied to online
exhibitions and online collections. Both authors suggest thatrather than being defined in
opposition, database andnarrative can compensate foreach other'sweaknesses.The same
can be said for online collections and exhibitionsWhere data allows the viewer t@et their

rboots I R | wathirsan online exhibition, narrative offers a more mediatedrather than

100 JohannaDrucker,/b? ¢ ¢ Het W ¢ 1 | ¢ q R 24Bdbi U IRDWsEs MIRroddedingsd, ihdr U 1
1 (2015), https://doi.org/10.3998/3336451.0018.113.

101 |bid.

102 |bid.

103 |pid.

104 |bid.
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h'n R Keyperiehke ' Furthermore, collection records can form the basis of narrativeby
providing context, and the additional links created through narratives can feed back into
records. Beyond the Bookaddresses this gap in online exhibitiormaking by combiningthe
narrative/meaning-making capacity of prose with the explorable and explicit structure of data:
the exhibition draws on a curated selection of data, images, and prose to situate the Emmerson
Collection within a rich web ofcontext and provide the viewer with multiple ways to explore this
content. To create the data set irBeyond the Book/ converted, wherepossible, curatorial
narratives into structured data. In turn | expanded and built onstructured data to create
curatorial text, thus demonstrating another mutuallybeneficially relationship between data and

text.

This method involvedcuratorial mediation: | had to select what data and text to
highlight and create, what to omit, and what to build on. As such, in the followinghapter |
analyse the mediated experienceof exhibitionsy an experience that, according taSusan
Hazan, museum visitors have come to expect through the proliferation of theatre and
television.'% Thus, | look more closely at the role of the curator orto use Manovichk t LWs,¥he T 1
author who rbas to control the semantics of the elements and the logic of their connectiof H

applyingthe principles and challenges associated with curatorship to thisesearch project %’

3.4 TheRole of the Curator: Methods and Mediation

Thefollowing section explores how data modelling and Linked Datean support curatorial

practicelOll7 e RGT RUNWY U W7 VI ql ¢UT kt WAl RagRe JWYn WG Waqd VYT R
method¢ G RN UIJT Ws Rq 6 W§ HI R-imakikgthidtdréves Rrvddtiivdadllifigeatitiz qg R Y U

Linked Data tocreate meaningfulconnections between objects. | arguethat this method relies

on curatorial expertise todetermine what context is captured in the dataand that manually

creating modelled instances, as opposed to automating them, ensura greater curatorial

mediation of content. Lastly,f Wl Jagea |l UWqY W7 31 ql ¢Ul kt Wel ReaaWlUqt WaVY
addresses another gapin curatorial practice: Linked Datacan help bridge the disconnect

between online exhibitions and collections.

105 Hazan, /N 6 13 LU AR, B OB IIT.

106 On the mediated experience, Hazan elaboratesidVe are content to let the camera be our eye and the
anchorman ourmouthpiece. Where much of our life is lived through mediated rather

than first hand experience, much of our daily interaction is becomingiore vitreous than visceraltdbid.
W ¢cUY2RHG6AWM?2 ¢ q¢c Act BICct WE! GAYOGRHW[ YI & ALl
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A Failure of Imagination and a Lack of Methods
In early2019y approximately one year before the height of COVHD9 lockdownsy Kajsa Hartig,
Head of Museum Experience and Collections at Vasternorrlandgluseum, posed the following

guestion to her followers on Twitter (now X):

idcqWl YW YelWaq6RUt WeAHY2 qad JWaldl & Wwsl RNDRacE G WIJ* ¢
be used ever so often as we lack other terms for editorial content. Even more now that
more museums understand the importance of relevant content online. What are you

thoughts?'08

The post generated many commentslargely from museum scholars andpractitioners, that

rirame a contemporary attitude towards the term$Of8 This attitude can besummarised as a

disappointment in the unimaginative application ofranalog exhibition[s] to the online spacéCt8

In her blog postfor Medium, iMuseums in theDigital Spacey Some Reflections on Online

Exhibitionsi(2019), Hartigsummarised the Twitter comments and analged attitudes towards

the terms. She concluded that, in addition to a lack of consensus around theefinitions of

online exhibitions, cultural institution s have demonstratedfew curatorial methods for

developing them.N6 Rt W2 RIJs W6 ¢t WHIIWU WN 130 q WjdHdgingyy telllc ¢ | q RNkt W
discussions on online exhibitionsthat surged during and after COVIEL9 lockdowns, has been

felt since.

Indeed, Bertrandargues that, within the contemporary art world, COVIEL9 lockdowns
precipitated reritical attention and interest on digitalft 2 | ¢ aq R U N w Win & reapdtitiod bfz 0 a 1J1
the history of onlineexhibitions of born-digital works.*** However, shealso notes that, this
sudden focus on borndigital worksin turn rihighlighted the persistent lack of authentically
digital, curatorial processes tailored to contextualizing art digitizationsonlinet0#5 Bertrand
blames the absence of innovative digital curatorial processes on gailure of imaginationtG#

She describes how lockdowns forced art galleries andinstitutions to migrate to theinternet and

social mediawith such speed and urgency that theyeelied on readily available and easily

Wy eTtelWee!l qRNAWmB~2t De Gt WRUW@S WW? RNRa ¢ GHIE G¢ HIJa WE Y G 1J WA |
109 |hid,

110 |hid,

Weetrandd W9 2| ¢ qRUNWE UWRUWD WO YU G WHRQRY UL 9w

12 |hid., 46.

13 |hid., 28.
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implemented digital strategies already broadly in usa#'*However, while the lack of varied and

innovative methods for onlineexhibition-making was highlighted by the sudden influx of online

exhibitions duringCOVIDN @ AWNR2 W0 WU Ws Wa et IYGYN! kt W WTUHGRYUWY
Qg6 YT+ AWGWUI 6¢ Gt WadWWHczt WY nWwrz!l | WOqWhRAGEqeal WK
before the web itself!*® Indeed, through the rise of new museology in the 1980s and 90s,

collecting institutions are now firmly steered towards audience engagement and the

HY Ut 2 Odeénand alsfér Al | R ¢ q Rightilbylsid 43 b bhuseum or exhibition is nothing

without its audience.'® The question should be asked, howevetiasthis shift been at the

expense of developing and implementing sound museological methodolo@/This position is

echoed by curator MariaLind who argues that, more broadly/we [curators] as professionals

would certainly benefit from methods that help us reflect upon what we do and how we do it, as

a form of consciousnessraising][...].H"

Knowledge Gap: Modelling as Curatorial M ethod

Building on the arguments of Bertrand and Lindand mirroring Schofield 1J q) LUanal@is bf the
application of researchthrough design (RtD)methods to digital humanities projects, this
research projectinvestigates how adigital humanities (DH)method (creating modelled
instances) canhelp define curatorship methods in the digital age to strengthen audience
interpretation of, and engagement with, digital cultural heritage content® While there is a
plethora of methods associated with DH,drawing onJohnUnsworthk hotion of nscholarly
primitivesty methods and tools that humanities researchers have in common | argue that
there isan overlap between the objectives of employing data modelling, ontologies, and Linked
Data indigital humanities projects, ¢ UT W§ Al Rt qk t WI It Al R GapRundiiadyY n W6 Rt LWF
making.H'® Both these activities unite and draw parallels between cultural heritage content via

links or junctions. In this research project, | employedlata modelling as a method of curatorial

1141bid., 29.

5 garaPerryetal, /b~ Y2 RUNDWHWD! YUT Wqdé DWERI qe ¢ b W~ 2 kinkdi723E UNec DRUN LW
International Conference on Virtual System & Multimedia (VSMM)017,1,

https://doi.org/10.1109/VSMM.2017.8346276

g 2 fR¢ W?OWc ¢l | Rt YUAWRBT T IMaseuhMandgeménthadiCurbictdiifdia) GolJ2LUN & d Mt A b |
(1994):167, https://doi.org/10.1016/0964-7775(94)900744

17 bid.
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https://doi.org/10.1093/lic/fqx005 .
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enquiry to investigate items in the EmmersoiCollection, revealingwhere they overlap. Given
that this method would reveal links andunctions between items to mey someone unfamiliar
with the collection or the context in which the items within it wergroducedy it followed that
the links (or Linked Data) creatd through modelling shouldalso be shared withaudiences of
the online exhibition. Thus, my research project was guided by the questio@an modelling
data to an ontology act as a method for the development of online exhibitions and inform the
interactive and exploratory display of humanities data onlineThe impetus for this question
stems both from alack of curatorial methods for online exhibtion-making, and the current state

of collection data (something | return to in thenext chapter).

The alove statementsdo not imply that work has beenlacking in the developmentor
reflection on curatorial methodologies for online exhibitiormaking. Curators and other
professionals have been speculatingon the role of the curator in the digital era sincéhe 1990s.
In 1998, Marc Tinkler and Michael Freedman argued that an effective online exhibition should
reeveal the underlying relationships that transform a random collection of objects into a
meaningful exhibitiontG&8 EchoingManovichk + WT 13t #I RGqRYU WY n WU s WG W1 R¢ WY
interface to a database, Tinkler and~-reedmandeveloped a Javabased technology called
Thinkmap torereate a dynamic interface[that] animates data, displayingthe underlying
connections between discrete itemst3# Thinkmap formed the basis on thel 998 online
exhibition RevealingThingshosted by the Smithsonian MuseumRevealing Thingsvas an
experiment with nonlinear exhibition paths, allowingusersto choose their own direction
through animated data. Thus Thinkmap together with Revealing Thingsare earlyexamples of
data forming the basis of online exhibitioamaking toconnect objects and support audience
interpretation. However, despite such early experiments with, and reflectionsipon, online
exhibition-making methods and the potential of the web to facilitate the transfer of authority
from museums to visitors (meaningmaking), as discussed, the current standard model for the

Smithsonian (and other cultural institutions) is the imageplus-text interface.

Asdemonstrated byRevealingThingsand theE 0§ Raq 61 YUR ¢ Uk tpub-tek& 1JUq WURG ¢ 1D
exhibition Magnificent Obsessions Why We Collecy as well as thenumerous examples of

online exhibitions produced by other institutions that employ this formay thereis a lack of

120 Marc Tinkler and Michael Freedmapyb§ UG RUWJWE+# 6 RARqRY Ut all WASRGYt YGG6! WY
Implementation,Mliiseums and the Web 1998accessed June 15, 2025
https://www.archimuse.com/mw98/papers/tinkler/tinkler_paper.html .

121 |bid.
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internally developed methodsfor online exhibition-making that have been consistently applied
within and across cultural institutions. While many institutions are yet to digitise most of their
collection, others are collaborating with expertsin digital humanities to interpret, present and
promote their collection online.*?* The latter, however,relies on external expertise that cannot
necessarily be replicated irhouse once the project finishes.Consequently, | approached this
research projectfrom the outsetas anexperiment within an experiment asking Could |

develop a method for developing online exhibitions that firstly considers both the exhibition and
collection management aspects of curatorshig? Secondly, could thisbe understood,

replicated, and implemented by those without extensive experience in collection data

management or interface design and development?

Curating Context

My experiment with this methodfor online exhibition-making does not void tke role of the
curator. Rather, | am building on theobjectives of new museology and themeaning-making
paradigm, which encouragescurator and museum educators to rethink their methodsto
support meaning-making. Indeed, context-building through datastill requires the expertise and
knowledge of the curator. Without this context ofi H ¢ 'n 'n Ya& ¢uratdriBarbara Cohen
Stratyner argues meaning-making [becomes] esoteric and difficultt3# Coined by the learning
theorist Lev Vygotskyfscaffoldingkrefers to strategies that helpsbring the learner to a comfort
level at which [they] can understand and use new informatiok@# In this sense, scaffolding
draws parallels with providing context or, as argued abovearerga, to the object. Similarly,
Benjamin Egger andJudith Ackermannstate that the foundational goal of curatorial activities is
to rprovide (infra)structure and meaning to artworks through the selection and combination of
different pieces and their publicl Rt G &ugdestingthat this be done through addingcontext
to works which subsequentlyrb 6 ¢ GIJt WGWY G IxéwartsGitt@d GUIHqR 2 1

122 gee for exampleMitchelli 6 R a 1J Geénsrsligfib g 131 n ¢ #I1Jt Wn Y1 W? RN ROgétali W9 2 Giaqal ¢
Humanities Quarterly9, no. 1 015),

https://www.digitalhumanities.org/dhg/vol/9/1/000205/000205.html in which Whitelawdescribes his

work buildingaccessible interfaces for the collections of Manly Public Library, the National Gallery of

Australia, and the State Library of Queensland

123 Cohen-Stratynel  Atitherity and Meaning~ ¢ t RUNDWR U W6 WW? RNRa¢ O WEI ¢ Awll= =
1241bid.

LSERNIIILH We UT W H eClrktitigs 8,18 AHbyveved, dEggers and Ackermann are critical of the
unidirectional and hierarchical structure of curation whereby therpower of adding meaning to an artwork

via a certain exhibition display is vested in curatorgsstating that this approach has long overlooked the

role of artists in contextualising their own artwork and that of visitor in interpretating therbid., 3.20.
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Echoing these argumentscurators JenniferMundy and JaneBurton discuss how they
essentially curated context in the development of the 2012 online exhibition The Gallery of Lost
Art. This exhibitionwas a homage tolost works and works that have never existed in material
form. In lieu of objectsand rgimmickyrdigital surrogates the site displayed rwarious records
that testified to the previous existence of the works and their demid€}# These included
photographs andephemeralaid out ontables that the visitor viewed from an aerial perspective.
These materials which are owned by public and private libraes and archivesaround the world,
served a dual function: to represent the lost work and provide it witbontext for both the visitor

and researchers As Mundy and Burton argue:

Art history still tends to focus on what exists to be seen and in practice relies heavily on

the familiar but questionable assumption that meaning is derived from the artwork

rather than from its context. But lost art forces researchers to rely on context order to

20T Wl t qe Ul Ws 6¢aqlls ¢t Wa Yt qUltinatdlylitiopdidjedR & G¢ Haq WY n Wa ¢
suggested that artworksy whether extant or missingy needed to be seen in terms of a

broad ecology of ideas, influences, and connections, in which the material existence of

the artworks was only one, and not necessarily crucial, element and where the artists

were not main arbiters of meaning?’

Thus, The Gallery of Lost ARt W¢ UL+ ¢ & G 1J WY n dbjedtsYvithin arléghibition s Ra 6 Y 2 ¢
context. In lieu of the object, the exhibitionincluded unstructured metadata to communicate

a6 WG Yt qoht¥xH Fukiigrgithekexhibition reflectsBarbara CohenE q)| ¢ q) hotibid bf k 1

scaffolding as it relates tomeaning-making: it aims to equip the visitor with a foundational level

of context which they canuse to construct their own meaningby makingconnections between

lost objects and the histories they represent. As indicated in this research project, | build on

] Y kwOYqRYUWYnWe el ¢ HasRoepfecisasuphlg FhifkhdpephdA WH2 q We Gt Y U
Revealing Thingsand The Gallery of Lost Aio demonstrate how the creation of structured

data can be employed as anethod of curatorial enquiry for online exhibition-making. The

practice of creating this datasupports the context-building or junction-makingrole ofthe

curator. In turn, publishing this data withalongside corresponding text within an online

exhibition provides scaffolding for the viewer.

126 Mundy and Burton b8 U i R U 1J L ExHiifo &/ iR 20 BB Ynlseumsandtheweb.com/paper/online -
exhibitions/index.html.
127 |bid.
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Mediation

In addition to providing context,it is also theresponsibility of the curator to mediate content to
support the visitor with their meaningmaking in a way thatdoes notoverwhelm them. Again,
this research project foregrounded thiscentral curatorial role. Through the process of creating
data related to the Emmerson Collection, had to make decisions on whaentities to
foregroundy e.g.,those thatreflect particular histories, aesthetics, or ideologiesy and what to
omit entirely. The mediating role of the curatois particularly vital in the curation ofonline
exhibitions and collections as they exist within the flux of thenternet and the multitude of art
digitisations which cultural institutions have consistently and increasingly produced since the
mid-1990s. Suchmass digitisation has resulted inwidespread, decontextualised and
unmediated cultural heritage data.AsJulia] 0 ¢ UT 131  WOYqUt dlbRqWRY WOYs W
to digitize an entire library collection than to pick through and choose what should be included
and what should not: in other words, storage is cheaper than decisiemakingt3# Thus, the
role of the curator is now to findmneaning in the masstof data.'* Further, Egger and
Ackermannstate that, in the postdigital age, curators are forced to address theshaotic
conditions accompanying the processes of digitizatio which have arrived at the point where
mew forms of knowledge need to be producel3? Yet, such is the volume of these art
digitisations, arguesBertrand, that lmuseums remain puzzled over what to do with the@#
This has resulted inungenerouscollection interfaces rthat are reliant on refined searching and
serendipitous browsing 13 Such interfaces, arguesBertrand, lack curatorial mediation

(context and interpretation)and thereforeri RGO Ra g 6 WWGe A RAKt WIUNe¢NPBAaUq!
collections k387 131 q | ardurhekts arebuilt on the work d Lind, who states thatan nexcess
ofl RT ¢ H qWtkirRalrt institutions has led to a renewed need for mediatiori** Regarding

such mediation, Lind clarifies thatit

g gReW[ ¢ UT U1+ AWsLNG IJ@ANOYT2d # dUR RIDIRO @igkalhimdiestl T N 16 dR G A wb LU
Quarterly 3, no. 3 (2009),

https://www.proquest.com/docview/2555208658/abstract/D6FB3DC441D24FD9PQ/1

129 Dan Edelsteinetal.,/bc Rt q Y| RA¢ G WALt Vel A6 WRUWE W? RNRacecd W NIJaWAINC
of Letters ProjecthIlble American Historical Reviewi22, no. 2 (2017)419,

https://doi.org/10.1093/ahr/122.2.400.

BWEPNI We U7 W A t-CurafingAB2HA Wb~ 1Jq ¢

P79 ql ¢0T AWm9el ¢cqRUBWEUGRUONDWIYEGTGNHqRY Ut Awll

182\Whitelaw, Generous Interfaces for Digital Cultural Collections,
https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html ;7 131 q| ¢ UT AWm9 2l ¢ qRUNWSE U
OVYUuWHqRYUt AwlWIZY IO

133 1bid., 34.

By RUT AWl 6! W~UT ReqWW | qe wlldd
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is essentially about creating contact surfaces between works of art, curated projects,
and people, about various forms and intensities of communicating about and around
art ... In short, mediation appears to provide room for less didacticism, less schoolip

and persuasion, and more active engagement.*

While mediation aligns with theprinciples of meaning-making as it provides visitors with
the tools for their own active engagementit also involves negotiating what contact surfaces to
create between objects, etc.,from anexcess of content Yet, Bertrand argues that, in an
attempt to mediate the reverabundance of didacticismA ewltural institutions create senanually
curated, a BpEoject-based, virtuallJ # 6 R H Ruvtniéh dr&enganized around a narrative
structure HF3#8 According to Bertrand, in addition to being timeconsuming to create and ilt
suited to mediating contemporary art, these narrative structures offeriittle user input in the
selection and arrangement of contentO# Furthermore, as mentioned, Bertrand states that
these interfaces reinforce arsominant single-object ¢ G G| Y whErébsthe singularity of
artworks and their digital representations is celebrated in lieu ofiestablishing complex
semantic relations between themtG# In contrast, online collections offer some semblance of
user agency the user chooses what to search for and view yet it takes/sommitted
researchers and¢ U ¢ q IJwith thesight skills and motivation tosproficiently sift through and
make sense of vast stores of images and dataes*® Thus, despite often displaying the same
content, online collections and online exhibitions are separate interfaces that reflect individual
formats, each with their own benefits and drawbacks. Consequently, Bertrand argues that by
reollapsing the distinction between virtual exhibitions and online collection$1 we can begin to

solve rthe problem of curating art digitizations onlinéG#8

Knowledge Gap: Semantic Relationships and Curatorial C omplexity

OWaqé Rt W 3t B¢l H#G WG| Y Tldim @ysexpéridentng with astalisiingd | o | ¢ UT k + LU
complex semantic relationships between cultural heritage objects through data for display

within an online exhibition. While Bertrandimplies that reetrieving and ordering semantically

rich constellations of ¢ | a5 Ychntbé ashievel through an automated or semiautomated

neomputer-aided curatorial processA my approach involves manually creating dataas a wayof

135 |bid., 103704.

3731 ql ¢ U7 AWm9el ¢qRUNWEUGRUVDWOYHaNAqRY Ut 9wlONKO
137 |bid.

138 |bid., 41.

139 |bid., 35.

140 |bid., 44; Ibid., 35.
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immersing myself in content related to the Emmerson Collection*** In addition to having
epistemological benefits for me as the (datagurator, this method reflects the essential role of

the curator to mediate contentwherein, by manually creatingthis data, | have control over it

Further, Theed7 U1 ql ¢ UT kt WH¢c O Dl HRREG DI WEa g N WRCE O Wh
complexity as it relates to collection databases.In this context, Bertrandarguesthat collection
databases should be saturated withrinformational densityy something which is not possible
through taxonomic principles alone.**? Shesuggeststhat this will support a degree of
reuratorial selection and arrangement [that] are characterized by a substantial degree of
unpredictability or surprisel3#In turn, this willassist with/b 6 Rn qg RUND We t Jdedsk WRUqI G
from singular digitizations to the connections between different digitization&38 In this
research project, | implement curatorial complexity bycreating data in a Linked Data format
that enriches both online exhibitiors and online collections with context or informational
density. Thus, | argue thatlata can be used tocollapse distinctions between online exhibitions
and collections in addition to facilitating suiser input in the selection and arrangement of
contentk3f8 The issueis that presently cultural institutions do notdraw on the potential of data
in both the creation of online exhibitions and onlinecatalogues. As such, before elaborating on
the possibilities of cultural heritage data, the following chapterfirst provides an overview ofits

limitations.

141 bid., 44.
142 bid., 45.
143 bid.
144 bid.
145 bid., 34.
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4. Cultural Heritage and Linked Data

Chapter 4 situates this research project withinthe landscape of cultural heritage Linked Data
Drawing on the work of Mike Jones and others,describes how Linked Data can break down
data silosto highlight ¢ UWIY HT U HqKk t WItHe & & @ B 1 Wepd & §jdaifinddardlindli. |
describe how exhibition researchand content isoften also siloed, existing in unstructured

formats such as wall labels that cannot belinked, searched, or queried.

Building on this argument | outline how this research project contributes toanother
knowledge gap inexhibition-making: in the creation ofBeyond the Book Itranslated, where
GYt t RHG AW He | tcinftilinked DatH StitdimandskTeReYstuctured statements
can bestored in collection catalogues, linked viaa shared entity, and queriedbased on the

context they encode.

From here, | provide aroverviewof Linked Data and ontologies providing examples of
their application to the Emmerson Collection and within this research project. | describe how
qé It DWEYURUDGqt W DicqlWgYWaqd JWYHRTWHqR2IJWY nlWab6 IJWE L
introduce the cultural heritage ontology, the CIDOC M (International Committee for
Documentation / Conceptual Reference Model) and explain how events are fundamental to its
structure and application. The chapter then describes how the practice of data modelling (or
creating modelled instances)with the guidance of an ontologycan be used as a method of
curatorial enquiry for online exhibitionmaking. Building on the arguments oDrucker, Jones,
@yvind Eide and othersit draws parallels between the interpretative nature of modelling data
qYWeOowYUqvYavyn! weUT Wrel ¢cqRYUWgYWe!l Ne lJWaé ¢ qllgd 1JWn Y
knowledge and the context they provide to the visitor. It explains how the visual representation
of modelled instances is integral to this practice as it helps to guide the curator andsitor to

follow and unearth patterns between objects.

Lastly, throughq 6 JWn 1l ¢ G s Y1 t WY nW~-RqHG 10 GRN @ IRIquIdiR 13tk WU
present a literature reviewof cultural heritage Linked Data projects, focusing on theinterface
outcomes. This review also builds on the work dEdie Davis and Bahareh Heravi tanalyse the
objectives behind these projects.| summarise by highlighting a knowledge gap in cultural
heritage projects, where Linked Data, ontologies, and data modelling are predominantly
applied to the construction of semantic databasesto support research needs Drawing on the

arguments of Whitelaw, | describehow Beyond the Bookpresents Linked Data ina way that is
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more generous it exposes andmakes explorable the relationships between objects and their

contexts captured in the data.

The chapterconcludes by overviewing projects that haveeither noted the relevance of
ontologies and Linked Data to the centrality of object relationships within museums practice
and exhibition-making or are concerned with the visual representations of modelled instances.
In doing so,it highlights how these projects offer valuable insights, while also revealing
opportunities for further developmenty either by more fully embracing an eventbased
approach to creating modelled instances, or by applying such approaches throughout the
entire exhibition process, frominception to interface. | explain how this research project
addresses this gap bydrawing on an eventsbased ontology tounearth connections between
contextual entities surrounding a collection, whichare carried through to the interface of an

online exhibition.

4.1 Limitations of Inherited Cultural Heritage Data

The following section draws on the work of Jones and others to explore hdve traditional

documentation practices of heritage institutions could do more topreserve and convey the

relational and contextual nature of cultural heritage objects. It describes how cataloguing

formats have created isolate and disconnected item records, stripping object of the contexis

ownership, usage, relationshipy that give them significance. It concludes by proposing that

bl erdagel DT W ¢cqeaut edéWet Wx RUE WT W?2¢qeAWbGe! WYnniJl U
problem of cultural institutions, by linking records and enriching those records with contextual

information drawn from exhibitions.

DataSR G Yt MYéebsof B¢ URUNK

Despite the relational nature of collection items, their records within heritage institutions are

disconnected both internally and externally, denying researchers and the public access to the

BAYOGH U+ Ws WAL WY n wa 3¢ UR U NWhikjsddaeqitLisait] 6o 2he)lHgRoy &F & + LWa Y N 1J g
documentation practices across libraries, archives and museums. Typically, cataloguing

records, such as those formatted to standards or vocabularies such as MARC and Dublin Core,

1 Mike Jones,Artefacts, Archives, andDocumentation in the Relational Museum(Taylor & Francis Group,
2023), 2,ProQuest Ebook Central
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were meant for internal use, to keeptrack of objectstor as finding aids? This data often
provides a narrow view of an object that is devoid of contexif contextual details are given, they
are typically included in thefree-text notes section of a record, which, like exhibition labels, is
unstructured. This leads to data siloy isolated records that are unable to communicate with
each other, making it difficult to uncover connections or discover new informationThis legacy
is now having implications for both audience engagement and scholarly research: the data

available lacks context for object interpretation and discoverability.

Jones calls for institutions to develop more relational documentation and explains the
problem with current documentation practices with a relevant anecdote. Jones recounts how
6UW2 Rt RagWT W6 W71 RaqRt 6l~2at Je 0Kkt LWcdctisrdoRAarigindig ¥ W2 RI1J 5
b qYUOUWqVYYat WRUWgqSWWaet Dedkt WHYGGEUHqRY UIOWNG 1JLWE 1 q q
I 3nJ WORLDY WY q6 D Wt #HEYGcE!l + kWs YI ¢t WYUWNet ae¢URecUW AY
collections. After accessing the letter, Jonedad intended to return to the museum to view the
accompanying stones. However, in 2020 the museum closed to the public due to the COVI®
GeUT WaRAWWSs YOWt W61 WnY!l dawaYaal wyOa! w 3a! wyOwg
online collection, 5 6 RHG WY UG ! WRUAG2T T W6 W qYUUt kK WeqRaidJA LW
a1¢t 2| IINGichag®es contextual information was provided. Had a colleague not
previously provided Jones with her research notes that included references to the letter, it

would have been difficult for Jones to discover its existence. As he states:

Though it may come as a shock to some users, no one who has worked in and
around galleries, libraries, archives, and museums (the GLAM sector) will be
surprised by the fact that there are often many things in our collections about
which we know very little But much of what we do know remains hard to

discover.*

This problem of collection disconnection, and information retrieval, is far from unique
to the British Museum. Further, in addition to the disconnect between collectionsvithin

cultural institutions there is perhaps an even greater disconnecacross institutions. For

2 Bodil Axelsson,®nline Collections, Curatorial Agency and MachineAssisted Curatingd is The
Routledge Handbook of Museums, Media and Communicatigred. Kirsten Drotner et al. (Taylor & Francis
Group, 2018), 70ProQuest Ebook Central.

3 Jones,Artefacts, Archives, and Documentation in the Relational MuseunB.

4 1bid.
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EGGUI+ YOWANDe Deq6 T WuRUNW9GCE! Gt W kt Wl ¢20GdRUNU
University of Oxford. It consists of fiftynine travelsized volumes, allwith their original bindings,

and is mostly centred on Latin classics. Emmerson left the travelling library to the Bodleian

because of the significance of Oxford as a Royalist stronghold during the Civil War. Emmerson

also had a personal connection to Oxdrd: he spent ten years at the university studying and

teaching.® However, Emmerson can only be searched in the Bodleian's catalogue via a keyword

b el #H66 Wa6 Wl WWRt WwOYWYGqRYUWqVYWt Wel HEGWhnY! G131 WwWys C
HeqcaYNe Wkt Wel 2¢ URWT W el A#6 WY GaqRY U LWIi-spedificlln ¢ HR G R q ¢
notesy searching forildlohn Emmersorin this field generates fiftyseven results of books with

mostly Latin titles. However, while reference is maden the notes field to Emmerson as the

former owner, Charles ] andthe fact that these individual volumes were once part of a set that

belonged to the King this information is unstructured. As such, the individual records for the

books in Charles library cannot be linked or searchedfor within the Bodleian catalogue

based on their context Thus, this representation of the library strips it of its context its

rassociations of ownership andlocation,wthe reason for its production, its subsequent journey

through time and space, and its relationship to other significant material across the worl8.

Consequently, the travelling library is now at risk of being seen by the Bodleian user as, what

Peter Jones calls, accidentalg DN WN¢ qJt WYnNWYATUHAqt Ow

This example demonstrates a major problem within collecting institutions: cataloguing
records privilege titles and authors and ofteroverlooksthe context in which the object was
produced, or the significance of its text and/or materiality. Yet cultural materials do not stand in
isolation; their existence andauraare contingent on a range of factors, namely how they have
moved through space and time and interacted with peopleplaces, and things. Cultural
heritage items are related by what they express and the context of their existence. Thus, it is
disappointing thatWililamA¢ Rt G 13! Kkt WnYadYs RUNWN®SYW2Rt RYUWN Y W

information management in cultural institutions hasnot come to fruition:

Sometime in 1980 a scholar will enter a major museum, seat himself at a computer

terminal in the research room, and ask to review all art works depicting, say, sailing

5SeePaulSalzman, /N6 D Ws YSUWEG G 11 + YUW9 Y O G 1J#H R ¥NBEMPR @ 2 LWE q ¢ q 1J Wx
(2021): 22530.

8 Jones,/Museums and the Meanings of Their Content3 81 6.

7 Ibid.
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vessels. He will want to see bas reliefs and sculptures, as well as drawings and
paintings. He will expect to see works from all significant collections around the world,
including works currently in storage in the museum, and those out in traveling

exhibitions.®

IN20258 WA ¢ Rt G 13! kKt Wn RHqR Y Uinntrbérable advotk$so@pitting vedselsiby WG Y & ¢ q l.
visiting the online collections of museums from around the world and using a keyword search. If

he is lucky, on some sites, he may be able to refine the search further by selecting bas reliefs,

sculptures, drawings, and paintings as the medium.The labour that would go into locating

these items, however,is immeasurable. Furthermore, if the researcher were interested in

locating a group of works united by their contextual information (rather than via subject

matter)y say books used for prayey then it is unlikely he will find a site that offers this type of

search, despite the burgeoning theories and practices around this topic.

In addition to an information access problem, cultural heritage institutions also have a
knowledge longevity problem:What happens to the research that goes into developing
exhibitions? For instance, if a curator or researcher discovers, or argues for a connection
between works, their research will likely be presented in exhibition labels or publication®ther
times it would be archived on individual computers or servers. What if this knowledge could live
on as structured datey data that is understandable b humans and machiney and is able to

be searched and queried based on context rather than keywords

Knowledge Gap: Structured Curatorial C onnections

This project addresses a key gap in exhibitiemaking and collection management by

illustrating how curatorial connections can be expressed as Linked Data statements. In

developingBeyond the Book | worked to translatey where feasibley the relationships between
BOqRqRIt Waé ¢ aqWIa il NUT Waqd!l Yenswda! wys Owe 07 Waé IWGI Y
formalising these connections, they can be stored in collection catalogues, linked via shared

entities, and queried in relation to the contextual neanings they repraent. In doing so, this

project engages with the principles of Linked Data, the Semantic Web, and ontological

modelling, and aligns with systems such as ResearchSpace, which will be examined in the

following section.

8 ROUGRcOWs IOWACRY G AWmBLNS IW~2t Je G W9 VY &fRomplterdland T Waq 6 W Ue¢
Their Potential Applications in Museums; a Conferenged. the Metropolitan Museum of Art, New York
(Arno Press, 1968).
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4.2 Linked Data, Ontologies,and Modelled Instances

This section explores data modelling as a curatorial method for online exhibitions, highlighting
its interpretive role and potential to shape both curatorial understanding and visitor
engagement. It introduces Linked Data, ontologies, and the CIDOC CRM tiwexamples from
the Emmerson Collection, and considers their broader relevance beyond database

construction.

Linked Data

Linked Data is a way of structuring and publishing data so that it may connect with, enrich, and

be enriched by, other data sets. Linkedata consists of three-part statements calledh q| RG @ IJt k 1O
Triples link two entities via a property (or a subject and object via a predicate). For instance:

Prince Rupert of the Rhine (entity) participated in (property)y the Battle of Naseby (entity).

Triple statements are linked via their shared entity, e.g.:

Y Prince Rupert of the Rhine (E21 Personyarticipated in (P11y the Battle of Naseby
(E7 Activity)
Y The Battle of Naseby (E7 Activity)had participant (P11y George Wither (E21

Person)

Linked Data is integral to the operation of the Semantic Web. As the name suggests, the

Semantic Web is an extension of the web that enables computer programs to query and

ROqUI Gl W6 Wi e URUNWY n Wq 6 1JWs 13definedifdal RajDBgUOWIN dIR 1
a structure more robust than the textmatching operations of a keyword searcH.The Semantic

i WALWE ROt Wa Y WH 2 RIVIELE Y (yliopteigtantabl&d ti bukhangd o Y WH | BAeby 1J W Wb
YnW?c¢qek Waqd Wt Y1 qWY nWI ¢ qc¢ ! Ye Wn Ri0prabdéssldbd ¢ qq¢ Het 13t w
R OT W1+ qc Ul k Wadé W ¢ q¢ Wad ¢ ePihes Bdinerdlidd@t alsatedlih Rt Gl ¢! LWE
SMMNAWbaqYW ¢qlAWagsé IWi WAWG ¢t W W28 YGWT Wa Yt qul ¢ GRT

rather than for data and information that can be processed automaticallfCt

®TimBerners-Leeet al., ifhe Semantic Web: A New Form of Web Content That Is Meaningful to
Computers Will Unleash a Revolution of NewWPossibilitiesH &cilntificAmerican.Com, 2001.

10The World Wide Web Consortium (W3CySemantic Web Standardstsaccessed June 15, 2025,
https://www.w3.0rg/2001/sw/wiki/Main_Page.; Berners-Lee et al.,;J8he Semantic Wel2001.

1 bid.
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The notion of the Semantic Web was introduced by Berneiisee in 1999; in 2009 he
recommended afive-star deployment scheme for Linked Open Data, with the last
| JAEYGGWOT ¢ qRYUWAWRUDWaY Wmnd RO W Ye | LWikcEdyithidla Y WY a6 131
cultural heritage, this principle has been applied to efforts to unite and link related yet
dispersed items.'? In addition, by adopting a Linked Data approach to collection
documentation, cultural institutions can also provide additional context for individual
collection items. Central to the principles of Linked Data are ontologies, which extend what can

be said about an objecty beyond traditional documentationy through data.

Ontologies

An ontology was described by Bernerteeetal.l R U LU= MMN W¢ + Wpe WI YR G W0q WY Wn
defines the relations among termsGfOntologies offerb Y e qRY Ut WaqYWqWI G ROY G YN!
defining entities and the relationships (properties) that can be made between therif.For

instance, in the cultural heritage context, one can state that a book (entity) was once owned

(property) by a person (entity), but not that a book was once owned by another book. Ontologies

also support inference through hierarchies of terms: for examle, a person is a subclass of
AARYGYNRACOWYHTUHqK OWuRUNW9GCE ! Gt Wf WRY We WG+ vyou

Ontologies have been designed and implemented across fields to orgase information
and disambiguate terms and their relations. Within cultural heritage, ontologies have been
created to structure information used across cultural heritage institutions for documentation
¢ UT Wmn U1l o6To dicatétnd dhtalih the Linked Data Index iBeyond the Book lused
one such cultural heritage ontology, the CIDOC CRM (International Committee for
Documentation / Conceptual Reference Model), which has been developed by the CIDOC CRM
Special Interest Group under the auspices of the International Committee for Documentain, a
committee of the International Council of Museums (ICOM). The CIDOC CRM Special Interest
Group state that the CIDOC CRMsan provide theR 3G ¢ UqRAWNG 2 3k WUWIIT T Wa VY WG

different sources of cultural heritage information, such as that published by museums, libraries

2Tim BernersLee, rhinked Datad W3C, last modified June 18, 2009,
https://www.w3.org/Designissues/LinkedData.html.

13 See for example, CostanzaCaraffalJ q LURHARMDBRA digital research space for photarchives,wArt
Libraries Journa#5, no.1 (2020). 2111, doi.org/10.1017/alj.2019.34.; and n&onsortium for Open
Research Data in the HumanitieSl ko LG HHEI1Jt + 1JT W ratpd2/mey doxoR.setl= M= P 4 LU
14 Berners-Leeet al., sfhe Semantic Wels 8001.

5 bid.

18 fflome | CIDOC CRM4nternational Committee for Documentation, accessed June 15, 2025,
https://www.cidoc -crm.org.
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and archivedCa9 f 2 8 9kt WHAHCct DWYUqVYdVYN! AW A ~hHighYevell9 A~H¢t Db AL
RUNY!I G¢caqRYUW 1Jq nkelbasic dasdékabd rélh@Gdnsyd2visédibr thé cultural

heritage worldtG&Conversely, extensions of the CIDOC CRM, such as those related to

archaeology (CRMarchaeo and CRMba), can assist witlormulation and documentation of

very specific data points and questionsH?®

Ontologies such as the CIDOC CRM can also provide context to single collection items
H! WaqWé¢t RUNWYe qWad JWnRIJGT + Wagb¢cqlle! WWYqdJl s Rt WWh N
Core. For instance, the CIDOC CRM is an evenlmsed ontology, meaning thatrather than
focusing onseletailed documentation about the objects and their particular features i
highlights rhistorical context, which can be described in terms of events and processé&i#s
N6l YenéWags WWa WUt WYNWaqSWWof 289 WIA~AWeddWHl We qRY Ut
so in addition to stating that a book has a publication date of 1680, one can tease this out to

also state:

Y Robert Filmer writing the text foPatriarcha (E7 Activityy has time-span (P4y
c. 162011653 (E52 TimeSpan)

Y The publication ofPatriarcha (E7 Activityy has time-span (P4y 1680 (E52 Time
Span)

According to Doerr and Kritsotaki, thigprovides a more accurate view of the past or current life
history of a cultural objectGitdndeed, while sometimesrb 13T 2 U1 ¢ Dbuerslaildd illia) 6 131 13 LW
elements create nodes in which additional information can be attached For example, the

above statements can be expanded to include:

Y The publication ofPatriarcha (E7 Activityy motivated (P17y John Locke writingTwo

Treatises of Governmen{E7 Activity)

7 1bid.

18 |bid.

9 |bid.

20 Martin Doerr and Athina Kritsotaki, f/ocumenting Events in Metadat&l + TH& TirLinternational
Symposium onVirtual Reality, Archaeology and Cultural Heritage VAST (2006&). M. loannideset al.
(The Eurographics Association 2006https://cidoc -
crm.org/sites/default/files/Documenting%20Events%20in%20Metadata.pdf

2 1bid.

22 Martin Doerr, Mapping of the Dublin Core Metadata Element to the CIDOC CRFDRTHInstitute of
Computer Science(FORTHICS, 2000)), 2, https://www.cidoc -
crm.org/sites/default/files/dc_to_crm_mapping.pdf.
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As such, the CIDOC CRM can extend beyond the detatigically captured by standard
cataloguing records, offering additional contextual information about a cultural object, such as

its purpose, events that led to its creation, and other individuals involved in its production.

Data Modelling and Exhibition -making

In general,ontologies can assistdatabase developers and userawith linking items and

information retrieval. | argue, however, thathe practice of data modelling (orcreating modelled

instances)y that is, the act of analysingand representing data with the guidance of an

ontologyy can also be used as a method ofuratorial enquiry. AsLornaHugheset al. argue, an
YOUqYOaVyYn! «t Wwl WG 3t 3U0qc¢ qR Y E@EElisdtd rdphiesent&idng[f..Juhc & Y U N WHY
the form of semantic networks better suited for associative, exploratory investigations and
inferencest3i&These semantic networks, as demonstrated in figs8 and 9, also make the

junctions between entities explicit viavisual representation of the Linked Data triple

statement.?* As demonstratedin fig. 8 Prince Rupert participated in the Battle of Naseby. So

too did George Wither. In this instance, the junction is the battle, and as demonstrated by fi§

the semantic network can grow to include more contextual junctions including those that link

back to a book. In this instance, the data has captured that after the Battle of Naseby, Charles

f kKt WaWqall + Ws 31 JWt WRAWT WA! WplblicatenbeiThe Kingsn Y | #1Jt HOWN 6
Cabinet Opened or, Certain Packets of Secret Letters & Papensich brought into existence

the copy of that title in the Emmerson Collection. The publication ofhe Kings Cabinet Opened

in turn motivated the publication of thereply, A Vindication of King Charles. [The 1902

publication The poetry of George Witheedited by Frank Sidgwick, references both George

Wither and Prince Rupert. Thus, through data modelling one can both explore the context

surrounding an object and make that context explicit and legible.

2 Lorna Hugheset al., rbigital Methods in the Humanities: Understanding and Describing Their Use
across the DisciplinesA s A New Companion to Digital Humanitiesed. Susan Schreibmanet al. (John
Wiley & Sons, Incorporated, 2016), 2052roQuest Ebook Central.

24 Obrist, rblans Ulrich Obrist on What It Means to Be a Curator in a Time of Rapid Chamge
https://www.sundance.org/blogs/hans -ulrich-obrist-on-what-it-means-to-be-a-curator-in-a-time-of-
rapid-change-3/.
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While creating modelled instances can be automated (for instance, via mapping
software such as Mapping Memory Manager (3M)), | folldwan Edelsteinet al. in arguing that
qé Wl YGUWYnWadé DWHz1 ¢ qVY !l LoRdatalths honkak dehdlasship érid R U N WR U Wa

interpretation is still central to linking objects and meaningmaking.? As Jones argues:

Bl 2qYOGcqRYOWYUT! WNY It W YWnel towW~¢ 0! WaVYYdt WweU
constrained by the availability ofexisting machinereadable data, and many

of the relationships that help us understand the entanglement of artefacts,

archives, and their context require human interpretative intelligence,

reasoning, research, and creativity to uncover and understané

Furthermore, the creative and abstract process oflata modelling draws parallels with the

interpretive nature of curation. Curation and exhibitioamaking are not objective acts; this

applies to both working directly with physical objects and their metadata. The curator must

select what information to build on, what toexclude and what to place at the periphery. Indeed,

21l e Ht Ul Wel Ne 3t Waéeqll ¢ q¢ WO IyTdaldd YIWALS WO 10O anfit @ 15«
YGGY!t Ul WqVYWa6 ¢ qlls 6 RAG LaRle ttle cecardediahbi ohservedadisls Wh NR 2 13 C
an argument echoed bydigital humanist @yvind Eide, who states thatthe whole point of

modelling exercises is to remove and add aspects of the target in order to clarify certain

¢ t G1J & &dthiOmicker and Eide also apply their arguments more broadly to ontologies, with

Drucker arguing that ontologies argideologies through and through, as naming, ordering, and
parameterizing are interpretative acts that enact their view of knowledge, reality, and

J+ G RIJUAIIWE PinltumFER ¢dARshANOYtbldgiE3Haretormal models for storing

t UYs Gl NUWeHY 2 qWadWs Y1 a7 WH¢t I Thsyinkcitefarial g R e 0 ¢ | U
approach to creating modelled instanceg or rather, creating modelled instances as a

curatorial processy human interpretation and judgement in selection and clarification is

central.

25 FORTHInstitute of Computer Science FORTHICYAHIGtGGRUN W~ A Y1 ! W~¢ U¢ NI WeO~b Ak
15, 2025,http://139.91.183.3/3M.; Edelstein et al., sHlistorical Research in a Digital Ag8 v LM N & oL

% Jones,Artefacts, Archives, and Documentation in the Relational Museuni40.

27 JohannaDrucker, rslumanities Approaches to Graphical Displagd Bigital Humanities Quarterly5, no. 1

(2011), https://www.digitalhumanities.org/dhg/vol/5/1/000091/000091.html.

2 @yvindEide, iModelling and Networks in Digital Humanitie$l is Routledge International Handbook of

Research Methods in DigitaHumanities, ed. Kristen Schuster and Stuart Dunn (Taylor & Francis Group,

2020),105, ProQuest Ebook Central.

2prucker, AWl nYIl G¢cqR2UIW~¢qll Re¢tdRq! We UTWUNG WY DgRACTW GGI Ye¢
VERT DAWB~YT DaaRUNDWeUT W 1w163Y1 t+ WRUW? RNRcidlWced¢c URqRIJY
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Eide also focuses on the epistemological potential of data modelling, stating that
malde2 JUWRN W6 IWNYedWRY WaVYWa et 1JW YiRHihghé BootéxA WY U 1J Ws R
of data modelling as curatorial process, a curator could shape their modeled data from several
perspectives as a method of enquiry, such a®® 6 ¢ | @ 131 LUI¢ +FLBHEY 1T i DY WtFdld T 1 # q
MGEc! 01t W dud BHIGBIYU atAWD 6 ¢ 1 G 1t WGE | @RRR Gddd 1Tt LAY LN 115
to other peoplefy authors, printers, book binders, etc. However, Eide goes on to argue thadur
practice can only function as epistemological processes if we have certain visual
| 3G 3t BUqc¢ qRY U P givilaryl de deldtHine tab ddgueRitatiti®ndsualisation of data
helps to /guide us, to uncover patterns and provoke questions that we otherwise might not ever
6 ¢ 2 3WHY U¥ Rils)kentdd ttsata modelling as a curatorial method of enquiry is the
visual representation of the modelled instances. The classes and properties of an ontology are
q! GRHCGGO! W2Rt 2¢ Rt T Wet WewOWas Y1 t WEt W | W WWa YT
properties, as can be seen in the above knowledge grapli* One can imagine how the
knowledge graph could grow to include, for instance, more statements related to the English
Civil War and the books and texts produced during that time, providing more links and context
for the curator and/or viewer of the knowledg graph.The curator may also model multiple
perspectives/stories, which can then be visualked as a networked knowledge graph, thus
facilitating meaning-making by providing the viewer with the freedom to navigate different
perspectives and serendipitously discover connectiony be they those identified by the curator
or their own. For instance, the viewer may wish to discover more aboat LUl H Y téxt, k 1

materiality, or both.

To date many data modelling and Linked Data projects in the humanitiesave resulted
in enhancedsearchability for databases.*® Searchable data is indispensable to researchers and
is in line with the objectives of the semantic web yet search alone is inadequate for

discoverability. As Whitelaw argues/search fails to match the ample abundance of our digital

BERT DAWB~YT DGGRUNDWEUT W 1ps. Y1 t+ WRUW?RNRac¢cidlWceltcURqRIJY
%2 bid., 105.

BEdelsteinetal.,/bc Rt q Y| RHEC¢ O WA I 170H UHBZIVRAUIE W? RNDRaced W NI

3 Discussion on network visualisation see @yvindE RT 1J A Wb~ Y NeédpiksRirIDitst U T

¢ 2 U ¢ UR im Rditled@esInternational Handbook of Research Methods in Digital

Humanities, ed. Kristen Schuster and Stuart DunrfLondon; New York: Taylor & Francis Group, 2020),

104, http://ebookcentral.proquest.com/lib/anu/detail.action?doclD=6267325.

%5 For anrexploratory study of some existing linked data systemsi gtheir interfaces and their

visualization and interaction modespsee Claudia Guedeset al.,/? IJt RDURUND WOt I Wf Uq Il ¢ AqR
Data in Historical ArchiveswJournal on Computing and Cultural Heritagé5, no. 3 (2022): 43:1

43:22, https://doi.org/10.1145/3485731.
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collections and the generous ethos of the institutions that hold them. A more generous

RUqUI necHUIWs Yedal W YWaY! JWgYW UG It JUSWq6 W H#¢ G 1IWe

Indeed, if modelled and Linked Data can provide context and make junctions explicit,
why hide these relationships behind search? This is the question | aimed to addressBeyond
the Bookby trialing a method for the development of online exhibitions that draws on Linked
Data, ontologies, and creating modelled instances from inception to interface. | hypothesised
that creating modelled instances and visualising and publishing them in a Lked Data format
sYedl WIUI REGWHY q6 WaédWrzl ¢qVYl kt WeUOT W1t q¢e U7 RUNDWe C
collection. This methodology draws out the context and junctions essential to interpretation
and narrative, just as early hypermedia environments incorpated hypertexty electronically
linkedtexty aq Y LI G G6 ¢+ Rt I WpHY U UHdEHgwRYet) thelligelbi LibkedIDataanR Y U t
Beyond the Bookdiffers from hypertext in that it is often composed of stable URIs, is structured
on an International Organisation for Standardization (IS@)accepted ontologyy and can be
exported and reused.Beyond the Bookreimagines the online exhibition as a digital tapestry of

rich contextual networks built on a foundation of structured and versatile Linked Data.

4.3 Cultural Heritage Linked Data Projects

This sectiondrawsoni 6 RaqlJid ¢ 5 kt WHY UHI1JGq W YoranHiyse thdlintdridce + WRUq Il n
outcomes of cultural heritage Linked Dataprojects. It situates my research projectin

opposition to the default outcome of such projectsy the semantic database. It also builds on

the work of Edie Davis an@®ahareh Heravito highlight research needs asthe predominant

motivating factor for the use of Linked Data Y memory institutions. | arguethat Beyond the

Bookis a more generous interfaceghan the semantic databaseas it bypasses the search box to

present Linked Data ina way that it can beexplored and enjoyed. | conclude by situaing my

project within literature that analyses therelationship between Linked Dataand interface,

arguing that it addresses a knowledge gap lyrawing on an eventsbased ontology to create an

online exhibition from inception to interface.

BWhitelaw, /6] U Yet Wf Uqll né¢ HIIt Wn Vblll? RDRac W9 alqel ¢cOWOYIaNn
https://www.digitalhumanities.org/dhg/vol/9/1/000205/000205.html .

87 George P Landow, rslypertext in Literary Education, Criticism, and Scholarshifi @omputers and the

Humanities 23, no. 3 (1989: 174, https://doi.org/10.1007/BF00056142.; For an example of a hypermedia

environment, seeGeorge P Landow, s¥ictorian WebA astéssed August ],

2025, http://www.victorianweb.org .
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Generous Interfaces and Online Exhibitions

In his articlefGenerous Interfaces for Digital CulturaB Y @ 0 1J H2pE5) WHitglawargues that
the interface rplays an inescapable role in mediating digital heritag€¥d~or this reason, the
rstakes are6 R Dtfieway this content isstructured and delivered via the interface determines
how we perceive digital heritage.Yet, search, which reiscouragesexploration, and withholds
more than it providestis deeply ingrained in the thinking and practices of digital collection$?
Whitelaw argues that nore generous interfaces wouldemphasise rexploration and
interpretation over task and information retrievaldfsThey wouldnestablish context and
maintain orientationwand renrich interpretation by revealing relationships and structures
within a collectiontJtsThus, generous interfaces draw parallels withhe potential for online
exhibitions to communicate context and support meaningmaking by making explicit the

relationship between objectsy and entities associatedobjectsy through data.

Whitelaw uses the notion of generous interfaces as a framework for analysing three
interfaces 6 IJWT 13+ RNUWIT We UT WI 32130 YGUT AWk YoUriifigadiemU N Wa 6 ¢ aq W
qé6 13t IWNIIUI Y #ActoRlidgredwWhitetat, [dvelrdew can demonstrate the shape of a
collection and providea sel-t 2 n'n RAHR1IJU q WR U q 1J I Repradérting @ Whole 2 RN ¢ q 1J Wa R
collection in such a compact way, however, has its challenges.As Whitelaw elaborates,
meverview is a constructed representation. Specific features of a collection are selected and
aggregated; other features are elided or ignored* Thus, the construction of generous
interfaces also draws parallels with the interpretativenature of curation. However,the
relationship between generous interfaces and.inked Datg as well as that ofgenerous
interfaces and online exhibitionmaking, has yet to be adequately exploredAs Whitelaw argues
nwhile there are promising signs of a new generosity emerging, much more is possib#.The
following literature review of Linked Data projectslemonstrates this by analysingthe interfaces
these projects produce through the lens of generous interfacedt I3+ qIJUT + W? ¢ 2 Rt We¢ UT Wc |
literature review on Linked Data in cultural heritage by examining the interface outcomes of

Linked Data projects, as well as the design objectives behind those interfacet doing so, it

B GRaUGes Alm] WO Yet Wf UqUll neHIJE WnY!l W?RNDRagctW9ataqel ¢dl
https://www.digitalhumanities.org/dhqg/vol/9/1/000205/000205.html .

% |bid.

40 |bid.

41 1bid.

42 |bid.

43 bid.

44 1bid.

45 1bid.
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determines whether these interfacesexposethe context essential toobject interpretation and

narrative, as towhether this context can be navigated and explored.

Motivating Factors for Linked Data Projects

In 2021, Edie Davis a library and information studies researcherand Bahareh Heravja data

journalism professor, conducted a literature review of fortytwo papers, published between

2009 and 2018, detailing Linked Data projects within GLAM institutions and universities. Guided

by three research questiony RUHRG 2T RUNDWmBs § ¢ qliec | DWagd JWa YqR2¢ qRUNL
611 RaenWWYI NnecURt ¢ qRY Ut Waq Y Winhelbuthbrs dpant thdtréeRedrenld I WIT ¢ q ¢ U
needswwere rby far the most frequently cited reason for undertaking a linked data projekdfs

According to the authors, research needs projects aremotivated by the desire to publish data

to fulfil a specific research need [...] to make specific collections more accessible for research

A IOI0Ke WY WaVYLWHI DeqlWaYYdt Wa Y WAGr éXarvpe J3Hd didkedlDEE G 11 R 1J C
Metadata for Digital Clothing Collections project by Oregon State University Libraries was

initiated to create and implement/g W& ROt 13T WT ¢ q¢ WA WaqcT ¢qcé Wt #6130 13Wn Y
discovery of items within the ScholarsArchivaligital repository.*® tems can now be accessed

by searching Oregon Digital which facilitates searching via keyword, descriptions, subject and

topic, among other fields. The ScholarsArchive is an example of a semantic database outcome

of a cultural heritage Linked Data projectSuch projects typically map an existing dataset to an

ontology such as the CIDOC CRM and providesers withaccess to the data via a search

interface and/or SPARQL endpointsin addition to being ungeneroussince they rdemand a

querys tsese interfaces do not supportspleasure and thoughtfulld U N ¢ N 1J &sldhé q v

motivation for their existenceis based on a researcimeed.*®

ScholarsArchive does not stand in isolationrather, as my literature review reveals,
most Linked Data Projects result in aemantic database outcome, with some notable
exceptions. As shall be discussed, some scholars havacknowledgedthe relevance of

ontologies and Linked Datao online exhibition-making. As such, the remainder of this chapter

46 Edie Davis and BaharetHeravi, rhinked Data and CulturalHeritage: A Systematic Review of

Participation, Collaboration, and Motivationd deurnal on Computing and CulturaHeritage 14, no. 2

(2021) 21:10, https://doi.org/10.1145/3429458.

47 1bid.

48 Maura Valentino, rkinked Data Metadata for Digital Clothing Collection$l deurnal of Web Librariansip

11 no. 314 (2017: 231, https:// doi.org/10.1080/19322909.2017.1359135.

YP 6RO Es AlWm] WO Yet Wf OUql necHIDE WnY! W?RNDRacdGW9adaqel ¢dl
https://www.digitalhumanities.org/dhg/vol/9/1/000205/000205.html .

68


https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html

is divided into two sections: the first analyses examples of semantic database outcomes of
Linked Data projects, while the second focuses on projects that concern visual representations

of modelled ontological instances.

Semantic Databases

Among cultural heritage institutions, the British Museum was an early adopter oflanked Data

b qeUT ¢ T IOWNSWW~2t We Gkt WHYO O IHqOYCRMG in20ALIMI 0 WIT 13t HI
GcaURGIIT We Wht 130G ¢dhapirt thlis Iddtac dHts Andgoit dlvever,was

temperamentaly t JIJAWN Y| WI+¢d GUWAWS DWA Wetn Yl a1 4! WNs Raaqld
JUT GY RU q Y=nid kitc&k0 13t ét kas been inaccessiblé! Further, as TobyBurrows et al.

note ISPARQL has eeputation for being opaque and difficult for traditional humanists to

i ¢ P ThiSSPARQL endpointsan be considered ungenerous fromwo perspectives: the

search function demands a query, and this query must be in a language unfamiliar to most

users.>® Other notable cultural heritage linked open datasetghat can be accessed,

predominately through variations of searchRUHG 2 | Ja Waq6 JWEGRq6t YORcUW & I
object and artist records; Zeri Photo Archive; the British Library's British National Bibliography;

q6 W ¢cqRYUcOWxRAI ¢ ! WYnwW[ ! ¢URPDBE W ¢qctOAUNONI 6 We C

data from its Raphael Research Resource to Linked Dat#.

Like the British Museum, in 2023, Yale University launched its new collection discovery

GicaqnVl 6 AWx OA AWs 6 RESWRUqUNI ¢ qWt WHRYGGWHgRYOW ¢ ge¢ L

SOE 1J1J W~ R ¢ UhloBkinddRatEritiak Where Next for Open Cultural Data in MuseumsNliiseumiD,

accessed August 15, 2025https://museum -id.com/unlocking -potential-next-open-cultural -data-

museums-mia-ridge.

5t @bm_lod_status,/bf 1 LWa 6 13 W7 | Remdpoird wbrkind 4L Ni s R dily 1htcHssed Xugusiil s, A LW

2025, https://mobile.x.com/bm_lod_status/status/1492197022413336584.; The URL for the endpoint

was: http://collection.britishmuseum.org/Sparq| . At the time of writing, this linkwas not accessible.

2Toby7 2 | | Y 5  MBdigvil Mank@@ripks-and Their Migrations: Using SPARQL to Investigate the

At D¢l ASGWAYqUUqRE G WY n Wwe U LDbigiMedieRatistflB, hdli(2022)s ¢ 13T NIJW] | ¢ G6 A+
https://doi.org/10.16995/dm.8064 .

B GRaUOcs Alm] WU Yet Wf UqUll neHIIE WnY!l W?RNDRagctW9ataqel ¢dl
https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html .

SENWWbBx RUE WT W8 GWUW? ¢ qece lWe qllE ~AwWEGRg6t YORcUW Gl RHEE(
https://americanart.si.edu/about/lod.; ~ ¢ | R 1IJU¢ W? ¢ ve RUY W qWe doaAWmBLEUE ¢ URRUN L
9ziliqgel ¢cllWlcWl RgéenNWW?2YG¢RUaWE#+GYt RUDN Wdodridallbn BomRutiyd Y aq Y W | ¢
and Cultural Heritage10, no. 4 (2017): 121, https://doi.org/10.1145/3051487106 W7 | RqRt 6 W ¢ qRY U¢ |
7RAOGRYNI ¢ G8! A7 RaRt 6 Wx RAI ¢ 1 ! AHSYH HQVH tDIJO6LLL E2liRa t¢alllN SR
D2YdeqRYUWYNW?c¢qctOAHUNION] allGéet qAWG!T 13t 1J0LeplsS,hd. Bin 2 qa | IJWY ¥
(2024):11933, https://doi.org/10.36253/jlis.it-P Y Y 106 Wm8 G UW? ¢ q¢ WRUWc W1 Rq¢ DIJWE AR
Gallery, London, accessed August 1, 2025 ttps://rdf.ng -london.org.uk/sshoc/.
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libraries.® This data has been mapped to Linked Art specifications which are built on elements

from the CIDOC CRM? Presently, users can search for objects, concepts, events and people,

refining results based on entity propertiesj.e.,n Y| Wh 32 JUqt kK We Wt D¢l #EWHYa2 a1 L
I Dal RIJ2JWE G0 Was6 Y 1JLUked figl 10) Rederhiofstratedby figk 11, ehié yieldd Y N 6

two results for exhibitions that were carried out by the Van Gogh Museum. Clicking on a result

leads the viewer to a separate page that provides an overview of the entity (in this instance, the

exhibition Dante Gabriel Rossettheld at the Van Gogh Museum in 2004) and its associated

properties. Due to the size and extent of the LUX database (17,332,834 object#s673,020

concepts, etc.), the main point of entry into this data is via a search quefy While the landing

page to LUX does display links to sets of data€., all objects in the Paintings and Sculpture

Department, Yale Center for British Art), this can yield thousands of results with no clear

nuanced connection between the records besides the topgevel theme of the set.Thus, while

these datasetsofferasst Y 0 G| 136 130+ R2 3 Wl WG 13t 1J GropongaRtYoldedién a6 1J W
theyarerR 0 Gl ¢ HqRHc¢c 0 We Ul We URUt GRI BT AwlWe UT W6 13l InYIl JWe

Objects o> Works E] People & Groups - Places @
- results 3! - results - results CCP - results

Search for Events that...

have All of =

@ Carried QutBy ~ | TiIJ

E C-’-=_-) Name ~ || van gogh
O

Add Row

Figure10. Screenshot ofthe search functionofd ¢ G W WOUR2 1JI + Rq! kKt WHYGTOXWINGERY UWIT Rt

the ability to searchfor events via a related propertyand entity.

Spx Offia o ¢ 0 1LY Y U (HYaempBc¥sddd Ly RA, 2035gthkl/ILx.collections.yale.edu .

%Seex RUt UT W | qWET Rq Y| Boteddey August 5, dapspttpR/Minkédilattl. | a 9w LW

Ymx Offalldo ¢ G WO YU IHqRY UL W? Rt AY 2131 !

] RUGEs AWmw] JOWI Yet wWf UqUll né¢HIJE WnYI W?RNDRactW9adael ¢dL
https://www.digitalhumanities.org/dhg/vol/9/1/000205/000205.html .
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5 Events results

Event Class v Dante Gabriel Rossetti (Van Gogh Museum, 2004-02-27 - 2004-06-06)
Categorized As
Categorized As v Carried Out By A
Dates 2004-02-27 - 2004-06-0¢
Took Place At
Took Place At v
Carried Out By v Millais (Van Gogh Museum, 2008-02-15 - 2008-05-18)
Categorized As
Start Date X Carried Out By A
Dates 2008-02-15 - 2008-05-18
Took Place At
End Date A
L © Hard Times (Van Gogh Museum, 1988-01-24 - 1988-03-13)
t Categorized As
= Carried Out By
1088 Dates 1988-01-24 - 1988-03-13

Took Place At

Figure11. Screenshot of resilts generatedwithin LUXn Y | LWa 6 1J Whue darried dii Ey2ven] dytn.6 «

Similarly, Thailand Open Museum System (TOMS), is a welnd ontology-based system
for the sharing of otherwise heterogeneous data among museum$.The system interface
allows users to search and discover materials across three collections in Thailand. For
ROt q¢ URIDAWE Wt Wel B6WnY!l Wh7el T ek WsRAGGW Wal RI21IWI K
achieve this, basic catalogue data was modelled tolte CIDOC CRM and converted into RDF
triples using X3ML mapping definition. As such, the mapping only captured existing metadata
as TOMS does not introduce any contextual data/knowledge. The objective of this system is to
support both museum operations andfacilitate end-user engagement with Thai collections. As
such, in their article on the system,y/OMS: A Linked Open Data System for Collaboration and
Distribution of Cultural Heritage Artifact Collections of National Museums in Thailana(2019),
Chanhom Weeraphan and Chutiporn Anutariydrom the Asian Institute of Technologvaluate
Q6 WUWt 't qUGKkt WInnWEqR2VI0t + wWe 07 WRGGe Halln Y1 W 13t D¢
enhances museum work by decreasing the amount of time it takes to locate relevant objects
across collections. Furthermore, nonmuseum staff users were satisfed with the availability of
suitable contenty a consequence of the amalgamation of heterogenous data sets within TOMS.
Thus, the use of Linked Data withinTOMSsupports researchtasks, which reflects Davis and
cll ¢2Rkt WnRUIT RUNY Waqd ¢ aqlld Y q LWEre dajatedbiithi$ 1J1 Ra ¢ NIJLWx R

objective. While the functionality of TOMSulfills the research needs of museum staff and

% SeeWeeraphanChanhomand Chutiporn Anutariya /bN§ ~Ea Wl Wx ROt JT W8 GIIUW? ¢ q¢ WE! }
Collaboration and Distribution of Cultural Heritage Artifact Collections of National Museums in

Thailand,ssNlHw Generation Computing37, no. 4 (2019): 47998, https://doi.org/10.1007/s00354-019-

00063-1.
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interviewed visitors, the interface emphasises task and informationretrievalhover

rexploration and interpretation and can therefore be considered ungenerous.®°

As opposed to the above examples, Europeaniaosts externally provided, aggregated
data shared by approximately2,000 cultural heritage institutions. Through external aggregators,
this data is modelled or mapped to the European Data Model (EDW sa framework for
collecting, connecting and enriching metadataGE ? ~ Ws ¢ + WI 13t RNUJT WaqYWn¢ HREOR
participation in the SemanticWeb, thus it enables the integration of data related tapersons,
places, subjects, etc.from selected authoritative sources into Europeana object records?
T61 Ye N6 We WG YHIL+ WARYRUWT Wht JacUqRAWIUI RASGIIUQK Wi
automatically augments metadata shared by providers with controlled terms from external
Linked Open vocabularies or data set$*[ Y1 WRUt q¢ URIDAWRNWec UWYHTUHRqK t WG
b gl RUNDY Wh dX0 & @ndold RINgYTUB R q Wl WHY I T WEc¢ UWAWWE e qYO ¢ qRAC
#AYOql YOGOWT Waqll GWnY! Weé WY UHIJGC & Bliopedtia arguesitaty Uk Wn | Y
semantic enrichment supplements object records by linking them to additional data and
resources, such as extended labels or related concepts (which, in turn are supplemented with
other data links). According to Europeana, this facilitateseicher resource discovery and

improved display of more complex datéCm

Controlled terms, however,are not enough to contextualisean object as they do not
| UndWEqWe UWYATWHqKt WT Y, adr db theyeapél theVsigiificancs Bf@evantse 07 Wt G¢
it haswitnessed. Indeed, the example Europeana provides on its website of a semantically
enriched object contains several unlinked entries in the description fieldiFashion, Peruke, Wig
macker (maker?)(see fig. 19.5 Two subject terms are hyperlinked; when clicked on, they lead

the viewer to a set of object records that have been tagged with the same subject tefsee fig.

©f §RaUGcs Allm] WU Yet Wf UqUll neHIIE WnYIl W?RNDRagcaW9ataqel ¢dl
https://www.digitalhumanities.org/dhqg/vol/9/1/000205/000205.html .

E2 | YGU¢ Uce AWmNG WIWE 2 | Y G ¢cHegtAyEAGHALE H-AYIT 19 QMY 12 ID® 4 dLENIPEAIL= M3
https://pro.europeana.eul/files/Europeana_Professional/Share_your_data/Technical_requirements/EDM
_Documentation/EDM_ Factsheet.pdf

62 1bid.

BE2 | YGUcUc AWBLENGecUqRHWEUI RASGWUqAwWE HAIIE L JT W 2Nat qlWNF
https://pro.europeana.eu/page/europeana-semantic-enrichment.

84 DBpedia is a communitydriven project that extracts structured data from Wikipedia, transforming it

into a machine-readable format and publishing it as Linked Data. It enables users and applications to

tue DI 1 We UT WRYUUWHqW Rt R GJdtakatsion thefSenmitic Webaq RY Ulls R 6 WY q 6 11 1
SE2| YGUecUc AWmLNGWWEal YGUWecUcW?2eqeW~YT WaWnY!l W9eadaqel ¢ilck
SEPUWBL WaecUWAz RAGT RUNWE WseRIUIEY20 LYaGYILG aJ6AIRLSE MO 25N Y rddicllls Y & ¢ U
https://www.europeana.eu/en/item/9200579/ej7aec4r.
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13). While this provides a view of thousands of records that share a similar subjgctike the

LUX data sety it does not place individual records within a particular social, political,

economic or historical context, nor does it link objects based on shared events. While EDM
does use elements of the CIDOC CRM for information related to events, many records lack this
T ¢qéewe Ul WRUt qlJgbdd i M) @ ¥ R © W& B4BErbhErdHasthwfer Bhd

Antoine Isaac suggestin a 2014 blog discussing a project dedicated to porting legacy metadata
into EDM, simply mapping metadata from one model to EDM does not create new metaddta.
Thus, if object records never contained information related to events, thiwill not be captured

in the updated EDM record.

A man building a wig on to the head of a woman on a kind of scaffolding;
another woman wearing a tall wig looks on.

This item is provided and maintained by Wellcome Collection

View on the providing institution's website [

Good to know All metadata

Creator Maximilien Rapine
Subject Fashion ; Costume ; Wig ; Peruke ; Wig macker ; Wig

i Costume
Type of item Caricatures

View this item in another language v

DISCOVER RELATED COLLECTIONS

Wellcome Collection . Wig I:ﬂ Costume . 18th century

DISCOVER RELATED ITEMS

XU AL & fra
Figure12. Screenshot of thefd Y Y T L q Ynktédata/fer & man building a wig on to the head of a
womans lidtedinEz2 | YGII¢ Uc¢ k t WHY (detdift bjdRelthe twb linked sdigjelctiterms.

8’According toE 2 | Y G IJdrafi EDiVE roadmaygy accessible via this link:
https://docs.google.com/document/d/1lomFFf4KsNZAAnaOUvXOvxRclnmrKcLHxrrB58KwLY 2g/edit?tab

=t.0y in 2017the Europeana Data Quality Committeebegandiscussions on

the representation of eventsin EDM[ Y1 Wneal q6 31 WRUNY!I ¢ qRYUWY ULWq6 IW? ¢ q¢ WA
represent events in EDM, se, Europeandd Wb? ¢ q ¢ WA 2 ¢ 0,Rljd A 11010 IRIqlhy 1JdJN 2t q WUNP AW
2025, https://pro.europeana.eu/project/data -quality-committee.

8 See Bernhard Haslhofer and Antoine Isa&g LU/BE 2 | Y G1J ¢ UEutbpedna BIG Récéndpét 4, 2014,
https://pro.europeana.eu/page/europeana-lod-pilot-edm.
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= Qeuropeana HOME COLLECTIONS STORIES SHAI

16,310 RESULTS WITHIN TOPIC (i) Costume X 88
w7
-,
- -
Costume _
: ,
Wardrobe and dress in general f 2
i o . .‘ . ‘.v
< SHARE 0" toe" o5,
WX
Y

Macedonian folk costume

National Academic Library and Information
System Foundation

Figure13. Screenshot of thesearch results pagelinked to A man building a wig on to the head of a
5Y0c¢@RIOLWa6 1IWE 2 AT I diio NbtedtRtipage@bhopiasimare than 16,000 search
I 13t 2 0 at L Yi @ & W00 AUG Y Wh

Folk costume from Shumen region

Further, as Haslhofer and Isaac explain, thelow granularity of the enrichmentl ¢ q ¢
has led to ambiguity around the controlled terms in certain metadata fieldst e # & $Uigjdctidth
Whilets Rt WRY We Wl 3t edaqyYnWagd W Yel #IWYnWaqs Waldl at woy
¢! WrYUqc RU Wa At Wiyl wihdifief Arance kf8rg to the topic of the work or its
place of production. Consequently, mapping these enriched fields to EDM is difficult; models
such as EDM emphasise explicit links between entitiegherefore for certain place terms,
Haslhofer and Isaac were forced to use amabstract EDM property that merely expresses that
the item isfgenerally linkedkto that placelOPsThus, semantic enrichment and the EDM alone are
not enough to provide context to object records. Context requires the introduction of explicit,
structured data that has not traditionally been captured in object records, such as data related

to events. Itis this contextual data that can, in turn, be used to construct curatorial narratives.

% Ibid.
0 Ibid.
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Another relevant Linked Data project with a semantic database outcome wdd he
Sphere Knowledge System Evolution and the Shared Scientific Identity of Euroged by Max
Planck Institute for the History of Science. The project aimed to understanthe mechanisms
of homogenization and diversification of scientific knowledge from the late medieval epoch
until the end of the early modern periotlOfT he resulting database, CorpusTracecontains
records for concepts, including objects related to four treatisesDe sphaeraof Johannes de
Sacrobosco, Sphaeraof Ps-Proclus, Theoricaeplanetarum attributed to Gerard of Cremona,
and the Theoricae novaeof Georg vonPeurbach.”? According to the creators of CorpusTracer
Florian Krautli and Matteo Valleriani,to create their data,they built a front-end interface tothe
71 RqRt 6lW~2t e Gkt W Reseatdrppacellihicdata isHt@Gtdrag 'ontthe G LU
CIDOC CRM and its bibliographic extension, FRBRobhe combination of these two modelsn
the creation of datasupports the capturing of bothconcepts related to the treatises and the
relationship between these concepts and other entities As such,when used in conjunction,
FRBRoo and the CIDOC CRM can support contelztiilding, wheredata modelled to these
ontologiescan reflect the manyentities surrounding a cultural heritage object and its journey
through time and space.However, intheir article on the design of the database, Florian Krautli
and Matteo Valleriani summariseq 6 ¢ qq A WHA! We HY ql ¢ AqRUNDWE WAHY Yt kt WHY U
FRBRoo, togethewith CorpusTracercan support analysis related to specific research
guestions. For example, questions concerningthe conceptual relations of books and the texts
they containnor srthe social network of books and their publishers#® As such, likeTOMS,
Linked Data was employed within this project to support research needs rather thagnjoyment

or serendipitous discovery.

LRt DlWa 6 W7 | RldnRed Bdta-CorpusBratetid adtessed via a SPARQL end
point. However, in this instancethe database hasadopted A 131 1J¢ | ARG EGe HIJk + W 3G ¢ UqF
interface, which supports users unfamiliar with SPARQL and the underlying data model to query
the database for relations.In addition, users can browse the dataset by entity typg books,
parts, persons, places, etc. Selecting a particular entity generates a page for that entity that

lists its relations to other entities, for instance fohannes de Sacroboscé thooks authorediy

TRNSWWEGS NI DaWuUYsaWT DUWE! + qUGWE2Yde qRYattessed a6 IJWES ¢ |
August 15, 2025https://sphaera.mpiwg-berlin.mpg.de/.

2 Matteo Valleriani et al. 'SphaeraCorpusTracer,iwMax Planck Institute for the History of Science,

accessed August 15, 2025http://db.sphaera.mpiwg-berlin.mpg.de.

73 Florian Krautli and Matteo Vallerianj /b9 Y1 Gat NI ¢ H#HIJl all W9f 289 W?2¢q¢cHEH WWn Yl U
Networks,HRigital Scholarship in theHumanities 33, no. 2(2017). 338,

https://doi.org/10.1093/lic/fqx047 .
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Moviciis adolescentibusk(fig. 14). While Krautli and Valleriani stat that they hope to add

another layer to the data that trace /bl IJi ¢ qRY Ut WA s WU UWal ¢ @Rt 13t Wad ¢
there is no option to browse or search by events within the CorpusTracérFurther, based on a
FeadGUUWYNWh GUYGUEWNKk WIUqRa! WGENWt AWRqWIEGGUE! t Wb e a
instance, the entity page for Johannes de Sacrobosco does not link to any evengsy(, birth,

death, creation, activity).” Lastly, while entity pages contain a short summary, CorpusTracer

does not contain any supplementary text to the dataThus, while CorpusTraceis more

generous than other semantic databases that rely on search alond, still rwithholds more than

it provides.H® Additionally, by omitting evententities from the Linked Data CorpusTracerdoes

notrsl R2ROINIIWaG 6 WG Yier)hs haslbéan ArBuddy évend bréapiitrgl BY U 1

context-building which, in turn, supports meaningmaking.””

" 1bid., 334.

75 rSacrobosco, Johannes d&lis~ ¢ qqq I Y LWé ¢ G 0 1 R Cdigrilidapillé WOAABIEE ¢ OHE W Ut q
for the History of Science, accessed August 15, 2025andle.net/21.11103/sphaera.100941

%] GRUGEs Almw] WOWI Yet Wf OqUl meHIDE WnY! W?RNRciW9adqel
https://www.digitalhumanities.org/dhg/vol/9/1/000205/000205.html .

7 |bid.
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Johannes de Sacrobosco

Author

Give Feedback
Summary

Johannes de Sacrobosco is an author who authored 242 books and created 3
parts. We encountered 46 other names for this person. Johannes lived from 1195
until 1256 . We also found an entry on Wikidata. Johannes de Sacrobosco is male .

Books authored

Year Custom
Short Title Dataset Corpus Publisher or Printer published Parts Identifier

Sphaera Sacrobosco S. Tractatus Belfortis, Andreas 1472 2 1938
Sphaera Sacrobosco S. Tractatus de Argentina, Florentinus [1472]) 1 1939
Sphaera Sacrobosco S. Tractatus Pietro, Filippo di [1475-77] 1 1609
Sphaera Sacrobosco S. Tractatus & Renner, Franz 1478 3 1940
Theoricae Gerard Theoricae

Sphaera Sacrobosco S. Tractatus Lavagna, Filippo da 1478 1 1612
Sphaera Sacrobosco S. Tractatus Adam of Rottweil 1478) 2 1611

Figure14. Screenshot of the entry fofs Y 6 ¢ UU 13t WT 1J WE inBorpusTiaderNdte this eRtay 6

does notlink to any relevant event entities.

Other examples of ontologies and Linked Data being used for a semantic database
YeqHAaYOGWWRUARG2T JW?2 ¢ URVGWF+ WGecUUWeUT Wudel t 6RI W 60¢
proposedrule-A ¢ + JT Wh D+ GOk MAIE A UOL WINS DWE #+ 8 RARqR2.8 WAl YT I1J1
While these resources provide more ways in to a collection database than a keyword search,
the interface still withholds information, and demands a querys® Further, the data related to

these projects is not enriched withtH Y Uq D+ qk W¢t Wa 6 RY W+ 1INt R W InRUIIL

8 Daniel Isemann and Khurshid Ahmadb8 Uq Y0 YN RHC O W HHAEIJE pddlardllod G ¢ DI WYn W[ R
Computing and Cultural Heritage7, no. 1 (2014): 3:13:25, https://doi.org/10.1145/2538030.; Feng Tyan

Linand YuChih Lin /s U WI§ U-gaédd Expeért System for Representing Cultural Meanings: An Example

of an Art MuseumrihlR017 PacificNeighborhood Consortium Annual Conference and Joint Meetings

(PNC) (2017), 1167121, https://doi.org/10.23919/PNC.2017.8203531; Nuria RodriguezOrtega and
Antonio Cruces Rodriguezb? 32 30 Y GO WU qWYNWNUIHSUYUGYNRHCUGWERYH 1 qat L
of Expofinder System and Art Exhibitions2igjital Scholarship in the Humanities34, no. 2 (2019): 42848,
https://doi.org/10.1093/lic/fqy018 .

Whitelaw, /6] WO Yet Wf Uql né¢ #IJt Wn Vblll? RODRacGW9atagqel ¢OaWO YOG
https://www.digitalhumanities.org/dhg/vol/9/1/000205/000205.html.
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to context and subsequently narrative. Indeed, in most instances, basic metadata has been
mapped to an ontology without the introduction of new information or the structure of this
information into events. Furthermore, this data is not supplemented with tgt. As such, the
objective of these projects is to facilitate data retrieval or to aid specific research questions,
and not to facilitate meaningmaking for the (data)curator or viewer via the visual

representation of modelled instances.

Visual Representation s of Modelled | nstances

There is a limited amount of literature on ontologybased visualisations of cultural material.

Rossana Damiancetal.¢ #t UYs G T DU W6 Rt WN¢ GALW q¢c qRUN WS ¢ g Wadb |
encoding opens the way to the creation of interfaces that allow the users to build personal

Geqét WRUWBWI RaeNUWHYGOGWARqRY U WHA! AmMd sugdorYthisn R U N Wa 6 1J U
argument, Damianoet al. introduce a system they developed called Labyrinth 3D, which

nntegrates the semantic annotation of cultural objects with the interaction style of 3D

N ¢ G 1Pt Vvi@man interface, the user makes their way through a labyrinth, where turning points

and paths represent/the semantic relations over cultural objects, with the goal of engaging the

2t 31 WRUW@6 WWII+ G Y | &k Yabytittn3m djustiatedthe lide I0fmdRtyddyOH
qYWRUNY!I @dwe U7 wWNWUWII ¢ qldwe U Hevdlipld makestit ifficulote JWR Uqldl n ¢
ascertain a sense of the scale and scope of the repository. Furthermore, doors in the labyrinth

conceal the connections between artifacts/nodes, thus somewhat contradicting the goal of

ontologies to make explicit the connections between siloed data setsthereby reinforcing

i 6RO Cs k1t WE | Sond intdifacdsgngenenpsitllia dhly slperficial

Similarly, in a 2019 conference paperS.Chiarenzaetal.¢ | N2 JWa 6 ¢ q Wa 6 Wbt 130 ¢
¢ttt YRR qRYUL WA CET WWE2¢RUGCHIUWWA! WeUWYUqYTaYN! WHYe2I
G ¢ q ¥ intesfaces containing images, sounds,3D models and canonical document

databases.® Such paths, Chiarenzaet al. argue, would provide users with cultural and space

8 RossanaDamianoetal., /bE # G Y| RUNDW9 adiqel ¢llWc Ul Rae¢NWWAWNGYt RaVYIl RIJt
Labyrinth 3D SystemnRibtertainment Computing16 (2016): 41

https://doi.org/10.1016/j.entcom.2016.05.002.

81 |bid.

82 | bid.

By RaG¢cs AWm] WOWI Yet Wf Uqll ne AL WnY!I W?RNDRacdW9adaqel ¢dl
https://www.digitalhumanities.org/dhg/vol/9/1/000205/000205.html.

83 Chiarenzaetal,, /bNIIHSE UY O YNDRAcOGWf OUY2¢ qRYUWe UT W Us WAL 3t BUq¢ ql
Exhibitions,iilThe International Archives of Photogrammetry, Remote Sensing and Spatial Information

Sciences, (2019), 313, http://dx.doi.org/10.5194/isprs -archives-XLIF2-W15-311-20109.
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time context for works. To test this theory, Chiarenzat al. have experimented with creating an
ontology reapable of integrating digital elaborations of 3D virtual models and exhibition
projects with semantic relationshipt3P«Coined the Digital Museum Ontology (DMO), DMO aims
to capture cultural heritage items in all their aspects,their digital renderings and the museum
installations of which these works are partGfAt the time of writing, DMO was still under
development. As such,despite drawing parallels betweenontologies and exhibitionrmaking,
thus aligning with the objects of this research projectDMO has yet to come to fruition and has

therefore not beentested or evaluated.

Conversely, aound 2017,Ricardo Martini et al. mapped data related to emigration
documents from the Fafe city archive to the CIDOC CRM to create a semantic database and
virtual exhibition rooms. The authors define a virtual exhibition room\(ER)as assonceptual
navigatorthat facilitates entry to, and discovery across an archival dataset®” They argue that
GEAt WRcOWYUG! WANWEHSRIW2 T WRNWI ¢qclWcAYe qWad dWe!l HE
Gl YRIDFH T wWec UT W Rt Ga ¢! U1 WR Civartlis et dl. stededhatghida 6 1JWe + 131 L
requires adding a semantic layer to the data stored in a relational database. To achieve this,
Martinietal.0 ¢ GGIIT WI ¢ q¢ W PDacaqll WagYWIadRNI ¢Uqt K WGEt t GYI q
database, to the CIDOC CRM. The mapped data was then stored as triples in an RDF database
(Apache TDB}? Via an interface, this data can be retrieved via SPARQL queries, or through
suggested searches such as people who were born at a certain place or on a certain date. The
results for suggested searches are still generated via SPARQL queries which are ruthin
Ac¢Et NI Ye OT tows URIWI I3t ediqt Wel YW Rt Gaéc! BT AWqé et Il
for that concept, which facilitates user navigation of knowledge related to it, organised
according to the CIDOC CRM. As such, VERs are essentially entry pader individual entities
that list their related properties and subsequent connections to other entities in a table format.
Martini et al. argue that displaying the data in such a way facilitates archival preservation and

knowledge discovery, which was tle aim of their project. Thuswhile VERs are morgenerous

% 1bid., 311

8 Aldo R D. Accardietal., /b? RDRacdlW~2t Wedt WYNnWqé WWf ¢ NRUJDT W | H6 RaqlIH
2U0nRURqRYUWIYNnIW9 ailiqel ¢ (uisddiarR Gand) hbk 17 (POLE)¥5=B.0 1JT NIJWAE q 6t

8 Ricardo G.Martinietal., /b9 | 3¢ qRUNWERI qa ¢ WE+F 6 RARqRYUWMAWY Gt Wn! Y& WE
Universal Access in the Information Societyt6, no. 4 (2017): 823nttps://doi.org/10.1007/s10209-016-

0479-7.

8 |bid., 824.

8 The Resource Description Framework (RDF) is a standard model for representing and exchanging data

on the web, developed by the W3C. It describes information as triplgssubject, predicate, and objecty

enabling structured, linked data that can be easily share, merged, and queried across different systems.
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than semantic databases onling their objectiveis still concerned with data accessibility rather

than the generation of new knowledge through the guidance of an ontology. While the data has
ARROWI0l REGWT Ws RS WIRARqUT wWI2W30quwUaqRaqRIJt Wbt 2 HG6 U
is limited to basic facts about an irdividual, such as their qualifications and family members. As

such, this data is not conducive to an online exhibition as it is not enriched with social,

historical or political context, nor has this context been provided via supplementary text.

More recentlyAldo Xhakoet al. proposed a methodology for the development of online
D6 RARQRYU!t Wq6 ¢ aqlll | ¢, théir2a24 iFapeiiedvihg Attt ia the aq R Y U k
Digital Era: Digitization, Semantic Curation, and VR Exhibition of Contemporary Dresséthe
ceqd6 VIt W It #I RANWG Yias taiimediaud iatedyml R dtlifhesit neuttjrRoddl K LU
methodology, as it enhances accessibilityto and discovely of digitised collections.*® Xhakoet
al. do not, however, draw explicit comparisons between the act of modelling cultural heritage
data to an ontology, or to the structure of Linked Data to exhibitiomaking. Rather, they
elaborate that metadata enriched with historical context that reflects an object's cultural
significance can begin to reflect the FAIR data principles (findable, accessible, interoperable,
and reusable)® They further state that, by making this data exportable in an RDF/XML format
for ingestion into acultural heritage (CH) aggregator, it adheres to Linked Open Data
principles.® Thus, their use of Linked Data is largely concerned with interoperability and
accessibility rather than contextbuilding, junction-making, or generous interfaces.This is
further emphasised by the fact that it is unclear how the data is integrated within or linked to
their prototype exhibitiony a 3D simulation of a physical gallery space featuring
photogrammetry of garments from the Branding Heritage collection in Greece. Rather, the data
has been authored using the Mingei Online Platform and subsequently ingested into

SearchCulturey the Greek National Aggregator of Digital Cultural Content via an API.

% Aldo Xhakoetal., kA2 R2RUNW UgqRhezRq! WRULWaq6WW? RNDRa¢TOWEI ¢all?RNR
Exhibition of Contemporary DressessTdmputers (Basel)13, no. 3 (2024)1122,
https://doi.org/10.3390/computers13030057.

%1 The FAIR data principles are guidelines for making data Findable, Accessible, Interoperable, and
Reusable. They aim to improve the quality, transparency, and reusability of data for both humans and
machines, supporting open science and efficient knowledgesharing.

92 A cultural heritage (CH) aggregator is a platform or service that collects, standardizes, and provides
unified access to digital collections from multiple cultural institutions. By aggregating metadata and
resources, it enables users to search, browse, ath explore cultural heritage content from diverse
sources through a single interface.

93 SeatSearchCulturea W9 2 0 a2 | 1J WR U WayétichHl Déeidriemiatidn KIEhEE: adddsSed Mlgust
15, 2025, https://www.searchculture.gr/aggregator/portal?language=en
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LozanaRossenova(Mehandzhiyskak tvork on the redesign of ArtBasg digital arts
organisationA 8 RAY G Uk t WI ¢ efigitalavbrikdylidéemdindtratds the potential for data
modelling and Linked Data to support generous interfaces. As part of her PhD practice,
completed through London South Bank University in 2021, Rossenova developed a framework
for the design of an archive of bordigitals Y1 t + Ws 6 RAS Wal ¢ #IJt We UT Wa et It U
between data model, database software, and user interfackJfsThis framework, coined by
Rossenova as a ModeDatabase-Interface (MDI), supports user agency by opening up
otherwise opaque underlying data structures via an interface fannspection and
interventiont0&f Ul 6 WWHC WY nW | q7 ¢t IIAWAY lenabled dsersta + W 1IT 131
interact with Linked Data related to borndigital works, including the many instances (or
h2¢l ReUqt Kb WYnNWa6JWs YI t+ AWt Ws JadWet Wad IR W §el 1
argues, the ArtBase interface can be seen as a site ghfrastructural inversionwswhere the
traditional divisions between designers, users and institutional stakeholders are subverted to
Jereate possibilities for greater user agency and collaboration across the network of relations in
qé61lWe I1°H"H6 R2 1JHOw

~2fkt WnYHet WYOWet 31 WeNWUOHE! WI+qOT + WAE At Wa Y Wa
through a series of workshops with expert groups including ArtBase users, practitioners, and
researchers from relevant fields, Rossenova developed iterations of interfagerototypes. In
developing these prototypes, Rossenova was guided by design strategies that emerged from
her evaluation of the expert groupnembersk Waq 6 Ye N6 qt We UT W Rt #Hat + RYUt WIT e
These three main strategies told that the interface would pte I3 U qa WnpNS6 I WU s W ¢ q¢ HE
RUWe W2 Rt 2 ¢ {0t rHeIFOCE Y cctABAXIs G 1 nYIl G ¢ qR24B0RHY Uqld+ q W

rthe data interconnections enabled by the new linked data structures’

To present the new database ontology in a visually explorable way, Rossenova adapted

FYGUWYnWa6WWhennYI T ¢cURDE K WYNWq6 W UncedqWRUqIIl ne¢

% Lozana Rossenovaviehandzhiyska,/ModeltDatabasertinterface: A study of the redesign of the
ArtBase, and the role of user agency in bordigital archivesssPhDdiss., London South Bank University
2021), 2, https://doi.org/10.18744/Isbu.8wz7x.

% |bid.

9% Mehandzhiyska, ModeltDatabasetinterface A #4115.

97 Lozana Rossenova MehandzhiyskartBase RedesigniiPrototype Development: Design Exploration
and Evaluation 20182019(2020), 102, https://lozanaross.github.io/phd -

portfolio/docs/4_Report DESIGN_EXPLORATION_2020.pdf
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WikiBase *® These builtin features include existing interface metaphory buttons, pop-ups,

overlays, timelines, etcy which, accordingto Rossenova,/better support user agency across
q6lWeUncaRORE! W ql erHqgel 3t WYNnWI ROt WT WYGHULWI ¢ q¢ wlle
Similarly, to present/temporal and performative context around net art work$l Rossenova

integrated text labels, icons, popups and glossarystyle descriptions into her prototypes toraid

et NI WeUOT Wl t qeUT RUNDwWWYNnWe #HADY + WGYRUqt™ MR Eheg Y WE | g5 Y
explains, net art differsfrom physical art objects in that it is dependent on the technology that

supports it, and thus it evolves over time. Consequently, to be experienced by users, it requires
nire)performancery for instance viaweb archived instantiationstof the work, which results in

new variants of the work!** These variants are captured in the provenance metadata for the

works and the ArtBase ontology, which is made visible to users via access point buttons that

indicate: /) which variant is the user accessing, and 2) what is the condition of thvairianty i.e.

5610q610 WRaWRt WNWUOWI ¢dd! Wne UrqRY U d%RodHeHavh alsd | WT ¢ G ¢ I
designed timeline visualisations of the variants taprovide at-a-glance temporal context for the
variousinstantiations and their respective provenanceGf These visualisatiors, Rossenova

argues, became arg 1J! W2 Rt 2 ¢ d Wl Wt RNPUWe UT WRUqWUI ¢HqRYOW ql ¢ ql
from rebject-based museum collection records towards a performancefocused presentation,

HYUqU+qa ¢ RAUT Ws RABERUWCE WGE! qRAzG¢ | WqRG IO

xctqia! AWRUWY ! T I WaqYWsGl Ut DUqWT ¢cq¢c WRUqUII #YUUIIH
bal ¢cqUNRIJE WaVY Wb+ Yt WWaY U0 136/& RadditiontoRiaklng thedeld R Ut 137 L
connections visible via the variant timelines and access points, Rossenova integrated
rayperlinked pages of properties and itemginto her prototypes.'® When selected, the
hyperlinks on these pages lead the viewertt 2 HRRURqWW+* Gl ¢ Uec qRY Ut At RGRC
glossary, of all significant concepts used in the semantic triples to describe net art provenance

I 130 ¢ q R YURoréeradplet@mustom metadata within these pageg such asfassociated

% Wikibase is an opensource software suite developed by Wikimedia Deutschland for storing, managing,
and linking structured data. It powers Wikidata and enables organizations to create their own linked data
repositories with collaborative editing, versionirg, and integration into the Semantic Web.

% Mehandzhiyska,ArtBase RedesignyPrototype Development 105.

100 |bid., 103.

w35 ¢ 0T Ad R! trDhatathbért~U¥al1dd b4, H1J 9w W

102 Mehandzhiyska,ArtBase RedesignyPrototype Development 103.

103 | bid.

1041bid.

195 1pbid., 104.

108 1hid.

w136 ¢ UT A6 R! trDatalshbért~O¥ol13J B2, H 1J A w LU
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rexplore the LOD structure in a visual wa@}8 As Rossenova noteshowever, most connections

between items are direcy /b 6 J! We | WWU+F GG RARqO! WiRUt T WagYNWUqé6 I
Gl YGUI qRIJt Wein Y1l WIJ# ¢ G GiyltAudlasér adendpto demecatd aphngatidiid 2 ¢ | R¢ U
is limited 1% As such, Rossenova proposed integrating a SPARQL endpoint into the interface

which would display the results offready-0 ¢ T 1Jk Whe JI RIJt Allgéet Wet +t Rt qRUNILL
SPARQL, while simultaneously granting others the ability to edit such queries. Such a feature,

argues Rossenova, would provide viewers with access to the netlirect data connection

present in theLinked Data.

As indicated, the MDI framework i€entered on facilitating user agency, which as
AVttt yUOY2¢Wel Ne 3t WRt WG¢! qRAz2GE! G! W ¥aWwz2eé¢ Uaqllg Y weé W
relations between usersy including staff, artists, programmers, academicsy and digital
infrastructure l3#8 Indeed, throughout the history of Rhizome, there is a strong link between user
access/agency to and within the archive, and institutional processes of maintenance and
repair. Between 19992008, Rhizome had an open submission policy whereby artists could
se HIRqWhHGYUDT kWY WhdGRUt DT k W Rt WY WaqdJWT ¢ q¢ HEt |
answers to which became the metadata for their works. Rossenova argues that the openness of
the questionnaire led to incomplete or missing metadata in the ArtBasback end!!
Furthermore, many of the linked sites became inaccessible due to broken links and inactive

pages.

9YUt Whe WU0qa! AWROW WEP¥OqWw! ¥e¢l t AWASRAYG WKt WG RY
preservation in response to the legacy of past crowdsourcing acquisition processes and the
threat of technological obsolescence.In acknowledging the necessity of crowdsourcing to the
T ¢cqcHCEt Dkt WHGTCH t RnRHAC qdwdver RUiZomeRcongaddd ¢hat # meadedhl Wea + 1JA LU
flexible data model that could adapt to community input while maintaining elements of
ninstitutional curation and historicizationK3# Thus, Rhizome chose a Linked Data model for its
database structure, prioritising Linked Datak + Wn 0 1J+ RARG Raq! Wa-NetHebiapl D1 ¢ q 13 WO

knowledge. Rossenova built on this principle by developing interfaces that made preservation

108 |bid.

109 Mehandzhiyska,ArtBase RedesigniPrototype Development 104.
110 Mehandzhiysked Wb ~thatdBdasertf Uq 1 ¢ HIJ Aw W
1111pid., 46.

112 pid., 48.
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activitiesy rereation, deterioration and/or various acts of preservation enacted by different
agents overq R Oy l¥isible to users via the LOD? Thisallowed for transparency into decision
making and classification processes, while invitingfeedback from users. Thus, in the context of

ArtBase, user agency is closely connected to preservation.

In sum, Rossenova &nd Rhizome fpost-custodial approach to data modeling and
ontology classificationsattempts to break down the boundaries between institution and
community in the relassification and maintenance of artworksH* To achieve this, Rossenova
designed prototypes for ArB¢ + 1kt WRUq I née¢HUIWag6 e qlUd et W2 R RAT IJ4A LU
her provenancedriven data model. While building her proposed interfaces was beyond the
P RYGUWYNWAYtt WOY2¢kt WAS?2WGI YTURqAWRUW=M=MWAS RAY G
current LOD infrastructure (Wikibase) with a view to fullygmplement [...] and assess [...]
A Y1t t 13 Uné@ antolbgy for borndigital culturersin the coming years!'® The relaunched
ArtBase interface reflects most of Rossenovia proposed design strategies for engaging users
with the LOD model and infrastructure. Users can browse the archive by artwork date or by
artist/collective or access the LOD via a SPARQL endpoint. Once a user selects a record, they
are directed to an entrythat contains a still image of the work, description of the work, core
bibliographic data, and expanded metadata related to specific variants of the work!® Variant
metadata captures when the variant was created and/or the date the variant stopped working,
how and when the variant was accessioned into the archive, as well as changes to the technical
properties or infrastructure of the work.According to Rhizome, the variant metadata model can
also capturesb 3¢t YUt Wn Yl WHG ¢ UN WprebdoyatidhapétivitieAndichResult mp o We U1 LW
the generation of new variarO# Thus, the new ArtBasenterface and its underlying
RUnNI ¢t ql eraqgqel JW 1Jn 0 1Yyrhg dedathatlis Hooesble vid the-infeffadélisY 1T 13 T
structured and presented like the underlying RDF triples of Rhizonkedatabase, thus it is open,
flexible and accessible. Consequently, both thecurrent interaction of ArtB¢ + JWe¢ UT WA Y+ + JUY 2
Gl YqYq! GUt W IndlIHqWi 6 Ral)d ¢ysthey aidébsghy brRowshbley n WN 1 U1 Ye t
RUq I n ¢ miter multimlenays i, and support explorationts!® Yet, as has been

1131bid., 173.

1141bid., 154.; Ibid., 143.

WaNEUW | q7c¢t JWAWGeea URG 1t a UA DAY REckSsHefldap R Poe3,) 1 W G U W? ¢ q «
https://rhizome.org/editorial/2021/apr/26/the -artbase-relaunches-welcome-to-linked-open-data.

o, | q7¢t WWOWLWAGRARIDALWE HAIIHE VDT Wsead! WNNAW=M=ZPALW
https://artbase.rhizome.org/wiki/User_Guide.

17 bid.

us\Whitelaw, /6] U Yet Wf Uql néeHIIF WnVYk W?RNRacGW9atagqel ¢OW YDl
https://www.digitalhumanities.org/dhg/vol/9/1/000205/000205.html .
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discussed, the data presented to the user focuses on preservation activities and does not
capture the broader context of the meaning of the work, or the reason for its creation. This
context may be captured in the freetext description of the work, howevethis information is
unstructured, thus the context of the worky as this exegesis has defined t cannot be

connected with that of similar works.

f UWRYUq!l ¢t qWagVYWAYH DUY2¢ Kkt WavEbrbasAdsireadal Ik t Ws Y t
Storyscope, created by Paul Mulholland et al., explicitly supports the authoring and visual
representation of curatorial narratives!*® To achieve this, Storyscope is alsan API to
Mulholland et al.k tustom ontology, curate. Both were developed as part of the DECIPHER
project as tools to assist museum staff with the construction of curatorial narratives:*® Funded
by the European Commission, DECIPHER aimed tallow users interactively to assemble,
visualize and explore, not just collections of heritage objects, but the knowledge structures that
AYUOUUHEqWe U1 WN R 29948 suéh,NIulbdlldhdedR £190 Henelopedcurate as a way
for end-users of Storyscope tannderstand and describe the reasoning behind a curatorial
Uc | | ¢'Hmeylangue that such an ontology and interface offer an alternative to collection
management systems that focus on the description of individual objects, rather than curatorial
narratives and their meanings. They further suggest that, through reasoningpetcurate ontology

can assist in the development of narratives.

According to the researcherscurate¢ #H6 R1IJ2 13t W6 Rt WH! Wl IndWHEqRUN LW
that distinguish story, plot and narrativeG# Indeed, as Mulhollandet al. argue, stories are
events and plots are the relationships between those events. Museum narratives therefore
explain the relationship between objects by situating objects within common stories and plots
(events and their relations). As such, by formally matelling these components (story, plot, and
narrative) curate can link a final museum narrative to its underlying story and plot.

Subsequently, through the Storyscope interface, end users can see tiighought-processes of

119 Storyscopewas originally calledstoryspace and the curate ontology was also known as the
Storyscopeontology T see PaulMulholland, et al. /b9 2 | ¢ gStbtspaté: An Ontology and WelBased
Environment for Describing Curatorial NarrativegdhllThe Semantic Web: Research and Applicationgd.
ElenaSimperlet al. (Springer,2012) and Matthew TylerJonesyb~2 G 6 YO G ¢ UT WY U W~ dheldJe G W ¢ 1 |
Interpretation Game Cultural Heritage and the Digital EconomyAugust 25, 2016,
https://memetechnology.wordpress.com/2016/08/25/mulholland -on-museum-narratives/.

1205ee,/5? E9 f A DifitAl Meets Culture, accessedluly 12, 2025,
https://www.digitalmeetsculture.net/heritage -showcases/decipher/decipher.

121 paul Mulholland et al., iEurate and Storyspaced 8l

122 pid.

12%1bid., 750.
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thede | capd¥rb b 102 D0 YGLWa6 IR WY s U uiRSAdditlonally,ghiioRgh 19T WUc | | ¢ qR2
Storyscope users can reuse the stories and plots of a narrative, thuseducing the need to re

Ceqb6 VYl WadsWwt qY!l ! WJIecHG WaqRG IJWE W Rn*¥Rdryscopaidia ! GI1J WY n WC
therefore both a window tomodelled instances of thecurate ontology, and an authoring

environment for creating new instances and subsequently overarching narratives. As more

objects and their stories are added to the platform, theraés greater potential for object stories

to overlap, thus facilitating new narratives.

Storyscope also incorporates structured data from external sources, namely
Freebase?® Through APIs, controlled terms are ingested into Storyscope and presented as
story tags, also known as semantic annotations These tags are grouped into facts and evenys
cUOWe!l qRY qkt WI ¢ qlWwe UT W6HIE Rl LS S LA Rl ¢ of ALLO RS HILRH YLOGHT RTHIE qjld
works they produced or places they have lived etc. are represented as events. Within
Storyscope, story tags accompanyfi# Y U1 Gq Wt Ge¢ #IJt k Ws 6 RAG We 1 WWIIt + W0ql
entitiesy people, places, things, etcy containing story text and images. Narrative authors
(curators) and other endusers can navigate between concept spaces via the story tags.
Mulhollandetal.¢ | Re DWadéc¢c qlit e/ W WG¢cUqRAWUEC2RNE qRYULWHEe U LW
understand the context of the @] Y lin! aeslition to helpingrauthors to extend the story in new
HYS6W WO0qWrRI JAqRY Ut Ow

Furthermore, within concept spaces, events related to the entity are displayed within a
table alongside corresponding properties which link the event to the entity,e., Claude Monet
lived in Parig place livedt €laude Monet. Depending on the type of entity they represent,
concept spaces may listmany associated events, which, according to Mulhollandet al., may
make it difficult for an author or reader to develop or interpret a story. As such, within

Storyscope, story tags are grouped by the narrative principles tff ¢ 13 G 1J & WoqUyRUD Nk Wa Y LW

124 Annika Wolffet al., iModeling the Meaning of Museum Storied + Miidlims and the Web 2013ed. N.
Proctor and R. Cherry (Museums and the Web, 2013),
https://mw2013.museumsandtheweb.com/paper/modelling -the-meaning-of-museum-
stories/index.html.

125 |pid.

126 Freebase was a large collaborative knowledge base that collected structured data about millions of
topics, created by Metaweb and later acquired by Google. It served as a public, linked data source for
people, places, and things, and was eventually shut don in 2016, with much of its data migrated to
Wikidata.

2IAG e 0 W~e 06 Y BbrysddpdlBiipptiiing th@salimring and reading of museum stories using
online data sourcesA 1 W&bBdill15: Proceedings of the ACM Web Science Conferendgssociation for
Computing Machinery (2015), https://doi.org/10.1145/2786451.2736462.
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concepts are selected from the event propertiest D 1IJU gk g YT AIIIT k Wénic Hsqi b We + Wa
tags.' They are then ordered undefq) 6 1D G 1Dk A WH ¢ t 1Jbidevtdgétherithe tHgs ®flthe LU

storytO8w RUT RUNK WRt WT2T NWT wyOwWgs YWHI RaqlJl RealWHY2 Il ¢ NI
associated with; and frequency, the number of times the concept appears within the concept

space. Similarly, concepttt ¢ UT RT ¢ q 18t IkalnRY0 NkqwNILyY e GRUNDWe | WWget 30U
location properties of the events in a concept space. They are then grouped and ranked

cHAEYI T ROUNDWqYWHEY 211 ¢ nWwe U7 Wnl 13 el & &), EAR0E @310 gt E ay | !

tons| Y2RT DWe WUOWs WnY! aWYnwUe2RNe qRY U LR THés&dointslt q Y1 RIJ
of entry are clustered event properties which have been modeled to thaurate ontology. Once a

user selects a theme or setting, they are directed to a concept space for that concept which

contains its own set of tags and events. This provides the user with a broader context for that

concept. For instance, the concept space for a sdtng may list the social or political events that

have occurred at that place. Thus, as Mulhollanet al. argue, themes and setting further assist

readers and authors with lines of enquiry by introducingeoncepts that the author could use to

extend the story or the reader [could] use to interpret and contextualize the staigif8As

Mulholland et al. explain:

Anidentified theme, such as Claude Monet, can lead the reader or author to pursue a
q6Wac¢qRAWNz It qRYULWY e HEWE Y Wi ¢ qWIdat W RT WO G ¢ s
pl R21J1 U WNY PNwWHe UWEIIET Wa 6 1J Lélaten dguirylsoeh ddll 3¢ T 131 L
/bl 6 ciqugic + WE e GGWURUNWRIUOW] R2 131 U-telatBdlndglNes d N e w LN 6 I
could help the reader to interpret and understand the context of the story as well

helping authors to extend the story in new coherent direction$®

128 |bid.

129 Note Mulholland et al. use the term fpropertykto refer to entityTi.e. in the case offClaude Monet lived
in Paris (eventitle) T place lived (activity)r €laude Monet(agentk Claude Monet being the agent would
be selected as a theme conceptMulholland et al. refer to agent as a property in this instancavhereas,
within the Linked Data triple statement Claude Monet would beconsidered an entity.; As this is not an
automated process, asthe authors state, these concepts must be rspecified as relevant to theme in
the Storyscopeconfiguration panel.As such, a located may be selected as theme if /it is described as
being involved in the event rather (or as well as) a location or time property of the evesRaul Mulholland
IJq We O H04A WbktpsY/tol.orgl 0/ 1G45/9786451.2786462.

130 Mulholland et al., /b E q Y | ! 1bhth¥:/@6l.org/10.1145/2786451.2786462.

131 bid.

132 bid.

133 |bid.
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Within Storyscope,concept spaces can be collected by a narrative author and grouped
together in a dossier. The dossier will also display suggested themes and settings based on
connections between stories/concept spaces within it. Within dossiers, readers can then
navigate between stories and concepts via theme tags, explorigseelated facts and events and
access[ing] stories associated with the theméG#8 To evaluate the usefulnes of theme and
setting in navigating the Storyscope site, Mulholland et atonducted preliminary testing with
three user groups. Group 1 was asked to identify the common artist movement between two
artists. The purpose of this exercise was to determine how recommended thentags within
Storyscope could support searching for information compared to external sites. The group was
also asked to use Storyscope to answer a valupidgement question: What important artworks
did these artists create?'® Using Storyscope participants were able to link the two artists via
their shared art movement faster than they could determine their significant works. Thus, the
researchers observed that participants preferred tasely on the judgement of other$§l who have
written texts on the work and wergeeluctant to dig furthentto reecide importance for
q 6 130t 1% RulhollEdw et al. therefore conclude that value judgements such agthe
ROGY!I qe URNDWYnwe OWe!l qs Y1 ¢t WRt WRYUqUt q¢c¢ AGDWe UT wéel 1

via a theme®’

In addition to capturing events associated with an object, relationships between events,
and the structuralist elements of a narrative, thecurate ontology also formalises the structure
of the Storyscopeinterface. For instance, the connection between semantic tags and stories is
represented by a specialisation of theModular Unified Tagging OntologyMUTQ, whereas
events harvested from external sources such as Freebase are classified according to the
Descriptions and Situations ontology. The data modelled to these various ontological
components which make up thecurate ontology can be exported as RDF and used for
cUcl! qRHAC T Whe 31 RIJt W 2 #6 Wt Wh q 6OIMHUS zinfaddifiontioY n WT Y1 + R
supporting story-building through reasoning, the curate ontology can also assist with insights

into how Storyscope is used.

134 |bid.
B @g6YaaceUT WY aq W atpd@adibrgflo, M45127368512[088462.
136 |bid.
137 |bid.
138 |bid.
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fOW e CAWEQqY! 't RYGUWI WndWHEqt Wi 6RqUGcs kt WIYqRY
multiple ways into collection data through semantic tags.Furthermore, it explicitly supports the
development of exhibitions (online and physical) by supporting an eventsased approach to
creating modelled instances, which in turn can be used to build narratives. Aslulholland et al.

note on the centrality of events to narratives/curatorial enquiry:

During story construction events can be understood as constituent parts, or at least the
raw material, from which the story is formed. The selection and organisation of events
through, for example, a process of narrative inquiry, motivates the formation dfe

narrative.**

While Storyscope is a platform for others to develop curatorial narratives and/or exhibitions, it
has not been tested as a tool to develop online exhibitions from inception to interface. The
system has been testedbyHea | ¢ qY| Rec Wt qennAWs 6§ YWa YT DT Weaé 1JLW:
cUT W Waecaqldl W 13t Yel AIJE Awll6 Ys 132131 Wed, theoridd@ingMis) + 6 R AR q

therefore done retrospectively, 4

More recently, Guedes, Giesteirand Nunes designed a set of interface mockups as
mt Yie qRYUY WqVYW2Rt 2¢t RAIJWE UT WR U q K Ehesy WterfAaess WG ROt 131
display linked data modeled to the CIDOC CRM within three different scenarios: search,
individual record view, and creation of relationshipst*? While the data was hidden behind a
search interface in scenario 1, scenarios 2 and 4 visualised the ontological connections
between works and other entities via tables and knowledge graphs. While this project draws
parallels with the investigative aims oBeyond the Book the interface mockups were non
functional, thus the users have yet to test the realife implications of displaying Linked Data in

such a way.

BIAGCe2 0 W~e {6 Y Mddelihg mideymitadialy8d tbisupport visitor interpretatior 1 Aticial
Intelligence for Cultural Heritage ed. Luciana Bordoniet al. (Cambridge Scholars Publishing, 2016), 17.
140 The exhibitions wereGabrielMetsu held at the National Gallery of Irelandn 2010 and The Moderns
held at the Irish Museum of Modern Artalso held in 2010

g g Cel R¢ W] 2 IDésdning UserlntetatOshlWith Linked Data in Historical ArchivésdsUinal on
Computing andCultural Heritage 15, no. 3 (2022): 43:1,https://doi.org/10.1145/3485731.

142 bid.
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Knowledge Gap: Generous and Contextual | nterfaces for Linked Data

This literature review highlights the significant strides made by cultural heritagenked Data
projects, particularly in the development of semantic databases. While many existing
interfaces could benefit from more generous and intuitive designs, sompractitioners have
beguntoR U q 13 N1 ¢ q 1J LW a GLidkedhDAat Gty thedr Intbrfadd Yevelopment. In these
cases, however, everntbased ontological approaches are either not fully realised or have yet to
be applied across the entire lifecycle of an exhibitiop from inception to interface. This reveals
an opportunity to explore how data modelling can serve as a curatorial method of enqujrgnd

how the resulting contextrich data might enhance the experience of an online exhibition.

In this research project, | address this gap bgnanually creating a relatively small set of
Linked Datarelated to the Emmerson Collection. Guided by thevents-based ontologyy the
CIDOC CRM this practice makes explicit thecontext essential to object interpretation,
narrative, and exhibition-making. Thiscontext can then be stored in a database and queried, or
in the case ofBeyond the Book integrated into an online exhibition in a way that can be
navigated and explored thus supporting meaningmaking. The rationale for this approach
draws from multiple, converging disciplinesincluding digital humanities, philosophy, and
curatorial practice, with each informing the development of a hybrid methodology described in

the following chapter.
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5. Methodology

This chapterintroduces the methods and methodologies that underpin my research project,
which are drawn fromdiverse yetintersecting disciplines. | beginby situating my use ofdata
modelling and network visualisationwithin the field of digital humanities (DH), then outline how
the former method also draws on theories from philosophy.From here | describe how the
G6RUOYt YG6RHCE O WU Y q RyYctediigrnotodelled ihstridds in doRjenBtibnldvithL
§ Al Rt qkt WHY U Andksg) tdiskpiaid hawlt |ligrik With curatorial practice.l then
return to network visualisation as a method justifyingits use in this research project by
situating it within methodologies from philosophy anddigital humanities. Lastly, | explain how |
have employed reflective practice, a characteristic method inresearch throughdesign(RtD), to
evaluate mypractice in online exhibitiorrmaking andcontribution s to the identified knowledge
gaps. lconclude by describing how | have builty U lUx RUT ¢ W9 ¢ Ubharedirefddtormgt’ Y U WY n L
collaborate with the Transforming the Early Modern Archiveeam. Tooutline and structure the
complexity of the methodological influences on this research project] model my methods to
the NeDiIMAH MethodsOntology (NeMO) whichwas developed to articulate the
interdependencies between content, tools and methods within theDH ecosystem In doing so, |

demonstrate how this research project isftundamentally situated within the digital humanities.

Mapping DH Methods and Methodologies

According to? | 2 H tdigitalshudranities work is done at the intersection of computational

g6 YT+ We UT W6 2 4 ¢ UFér thiR tédshitiiisgrajdctRan e siated withindigital

humanities (DH)as afield. However, like many DH projects, its also interdisciplinaryy its

methods and methodologies are derived from the fields of curation, philosophydesign, and

researchthrough design (RtD) It is alsocollaborative, bringing together the expertise and

knowledge of scholars andpractitioners across early modern studies, design, andcuration.

These factors again situate this project within DHIndeed, digital humanists Stuart Dunn and

Kristen Schuster state that among thesb Ji 2 D WY N WY GRURY Ut Ale¢ ! Ne G 30qt We

rthere is a consensus thafit] is interdisciplinary and collaborative ¥ et, Schuster andDunn go

1 JohannaDrucker, The Digital Humanities Coursebook: An Introduction to Digital Methods for Research

and Scholarship(Taylor & Francis Group, 2021 1,ProQuest Ebook Central

2Eqec!|l qwW?2200We 0T Wul Rt qUUWERG2t ql AWmALY Del AEWA N6 YT + LW
in Routledge International Handbook of Research Methods in Digital Humanitiesd. Kristen Schuster

and Stuart Dunn(Taylor & Francis Group, 2020 2, ProQuest Ebook Central.
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on to argue thatan acknowledgement of disciplinary differences is missing from efforts to

describe DH. This

foreshortens conversations about the particular approacheqthat] scholars from say
history, literature, philosophy or art history use to organize and carry out digital research
[and it] overlookswhy andé Y5 Wt A6 YG ¢l t Wet WWmpgq6 WW?2 RNDRacé O wllqY

digital media.®

Similarly, Willard McCarty argues thathe humanities computing specialist must smot
only be able to get along in various disciplinary cultures but also to partake at some level in their
most basic conversationstOHdccording to McCarty, this is because the specialist actas
reerchant tradersY n WY q 6 I WinkRlledtuRl @dodsd wbeizitid opportunities for
importing and exporting them as the occasion warrant&3+his chapter heedsSchuster and
Dunnk dswellas~ H9 ¢ | q! Krécdgrtse thédilaplingty influences on DH (or humanities
computing) projects. Itunpacks the disciplinarymethods and corresponding methodologies
that have guided the direction of this project.However, it also draws on~ # 9 ¢ | amd Hadoldl
Shortk & 681G WMIadhY T Y O Y DR H ¢ U UHardahitie§ dddnputiig; ResjTéax@ndmhly of
Computational Methods (ICT Methods Taxonomyin the Arts and Humanities;and the
NeDiMAH Methods Ontology (NeMP These mapsdemonstrate how these disciplinary

positions are combined in what is fundamentally aDH project.

In their general introduction to theRoutledge International Handbook of Research
Methods in Digital Humanities Stuart Dunn and Kristen Schuster likenesearch methodologies
in the digital humanities to metadata. They state that, in the same wags librarians and data
curators use metadata tosstructure and organize digital collections and formalize their
rationaleAd methodology within DH/provides a prescribed structure for research method&
While Dunn andSchuster do not elaborate on this analogy, it can be speculated that
ht gl erAqel DT WGWq6YT+ kWUl W ¢qRYUCOWt WnVYl Wet RUNLWaq6
numbers of methods associated with the discipline. Indeed, Lorna Hughest al. speculate that

the reason why digital humanitiesscholars arewrestlings Raq 6 Waq 6 W W Rt HRGIRUWJK t WA |

3 Ibid.

“TROGEI T W~A9¢!1 q! A WmbeHalEncydiddepiR BFiLibi@ryYah d3rdompiadibid Scienceed.
Miriam A. Drake(Marcel Dekker, 2003, 1233.

5Ibid., 1232.

8 Dunnand Schuster, nResearchmethods in the digital humanitiesd & LU
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the fack of available, accessible registries that adequately map current methodst Such

registries, they argue, would showthe integration of DH methods intorthe digital humanities

methodological commons, and their relationships with content and tools, and dependencies

across the disciplinestdHccording to Hugheset al., to address this, twopieces of workhave

approached the proliferation ofDHG I3 6 YT + WHA! We¢ qalld GaqRUNWaqY Wh & ¢ Gk W ¢

techniques within the field.

N6 JWnRI + qillRd & LN & COURAAG WA Y G 6 YUt k Ws Rqé6 RUWG6 2 4 ¢ C
Developed by McCarty and Short, the map demonstrates thasomputational techniques
shared among the disciplines of the humanities and closely related social sciencé&in the
centre of the map(fig. 15) are the methodological commons between the disciplines listed as
database design, text analysis, numerical analysis, imaging, music information retrievaind
communications. ! Above the commons are the disciplineslisted asliterary and linguistic
studies, historical studies, material culture, musicology, performance studies, and so on!
Double-headed arrows link the disciplines to the methodological commons/ indicating these
techniques are variously exported from individual fields of study into the commons and from
the commons into otherstO&McCarty argues that humanities computing is the agency by which

q6Rt WARGGY! qo+*GYIl qlgl ¢T Dk WHc¢ UWYGUI ¢ qUIOWNG 2t AWRGa

dual role as collegial service to the disciplines and afa] research enterprise directed to
investigate their evolving methodologies, devise new computational approaches, study

the effects, and tease out the implications®®

"Hughesetal., b? RDRac W~ Uqd YT AMBRUWq6 JWecea e URqRIJY
8 Ibid.

‘~H9c¢l q! AWmwceaGc URBRRIJL WOYUGeqRUNAR

10 hid.

1 bid.

12 bid.

13 bid.
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According to the McCarty, the map is not intended to answer the questioWWhat is
humanities computing? Rather, the map advances this question by providing a snapshot of the
discipline ras it now seems to be emerging from discussions and from related scholarly
workH3#sT his snapshotclearly demonstrates where distinct disciplines overlap in their use of
computational methods. This overlapis further muddied byvisual representations of the

rbroad areas of learning that such interdisciplinary work calls ombelow the commons.*®
According toMcCarty, these include:

Philosophy (especially epistemology, ontology, and the philosophy of mind),

historiography and ethnography, science studies, sociology of knowledge, media

~H#9¢l q! Allc e G ¢cURQRIJI WO VG GCe qRUNAWLNZ = MO
15 |bid., 1224.
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studies, literary criticism, linguistics, and aspects of computer science, including

markup technologies, digital library research, and the language industrie®

Thus, while the map of methodological commons attempts to structure the diversity of
humanities computing methods, it simultaneously demonstrates the complexity of disciplinary

influences on themethodologies of ther use.

The second projectreferred to byHugheset al. approached digital humanities methods
through the conceptual framework of metadatay echoing Dunn andSchusterkargument above.
In 2003, Sheila Anderson and Reto Speck of the Arts and Humanities Data Service (AHDS) in the
UK began development on the Taxonomy of Computational MethodkC(T Methods Taxonomy)
in the Arts and Humanities According to Hugheset al., this taxonomyclassified rdigital
methods used in the creation, management, and sustainability (thédigital curationklife cycle)
of digital resources inthe arts andhumanities and developed a controlledvocabularytGf#tCore
to the taxonomy was the classification of methods in two groups based on behavioural
t RGRO ¢ Rq! HOWYPesklgiowps rhethétisltiy ehd Kihg ¢F digitdllresources they create,
e.g.,structured data. N6 Wt IH Y UT A Whdescribés sh&brdadLfenttiGhs ¢ommonly
undertaken in digital resource creation processese.g..,h H¢ Ggha lgll ke Haea | RUNWe UT W
BU6cURPDAGUUqKk WY HifesdatataniRTHe taxenynty ihal sinté d8en adopte¢and
adapted) by several initiatives across Europe. Notably, in the past decad&eDiMAH a
Research Network Program on Digital Methods in the Arts and Humanities has built on the

taxonomyto create the NeDIMAH Methods Ontology (NeMO).

NeMOis one of three key outcomes oNeDIMAH. The other two beinga map visualizing
the use of digital research acros€uropetsand assollaborative, interactive online forum for the
European community of practitioners active in this area#® According to Hugheset al.,
NeDiMAH was created to scope thewidest scholarly practice in the digital humanitiestand to
investigate how methodological commons transform research?® Indeed, where thelCT
Methods Taxonomy was based on DH projest ieDiMAHsought to scope practice that has

become embedded into research work across the scholarly life cycles® The decision to

16 |bid.

7Hughes etallOA WB? RNRa ¢ G W~ 13 qé YIT. WRU W6 Wc et ¢ URQRIJY 9w
18 |bid., 200.

19 |bid., 199.

20 |bid., 200
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develop an ontology of research methods was based on an identified need texplicitly specify
the dependencies between content, tools, andd 1J q 6 YwitHinthe DH ecosystem?' As

Hughes et al.argue, ran adequate model of scholarly research process must comprise a set of
precisely defined general concepts representing the main elements of the humanities research
ecosystem, theirintrinsic structure, and the kinds of relations pertaining among therf3&Such

a model, they elaborate, is anontology.?®

According to Hughes et al, NeMOcan contribute to the maturing of DH as a discipline
and give it greater academicredibility by facilitating the understanding of lhow methods are
used in the digital humanitiesH* This, they argue, wiltlarify rthe practice and extent of digital
humanities, illustrating how it is influenced by, and influencesmethodological innovation and
development across the academic disciplines, including those outside the humanities£® As
such, the remainder of this chapter draws on NeMO tmap and articulate the methods used in
this research project, as well asmy rationale for their use, and their disciplinary influences.The
ontology is composed ofnineteen classesand forty-three properties and subproperties that
account for various factors that influence DH methods, such as toolsactors, and activities.
However, there is no classto representthe methodology or rationale behind the methodpr
property to link it to a discipline.As such,for the purposes of this chapter, | have extended the
ontology to include thepropertyy fhas rationale (methodology) fod & which links a method to
a discipline. This relationship is demonstrated in fig16, which breaks down the methods Ihave
employed throughoutthis project, alongsidetheir disciplinary influences. | eyplain my rationale

for using such methods in the following sections.

2 1bid., 204.
2 |bid., 205.
3 |bid.
% |bid., 2009.
% |bid.
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Figure16. My research methods mapped tdNeMO. Note howl haveextended the ontology to include the
propertyh 6 ¢ + WI ¢ qRY Uc¢ b 1J 1Huvifthdinkstie & 1 6 6 Mih R KK © BrBtieR U 1J &

Projecty Employs Methody Modelling
Modellingy Has Rationale Fromy Digital Humanities

As has beenindicated, one of the primary methods for this project isreating modelled

instances. My rationale for using such a method draws largely from the work &idewho

describes modelling within thedigital ha G ¢ U R q R tddoiéticdl -piactidabactivity where one

Gel quWrHce¢ UUYqWs YI t WaVY WRqt UHrehs artide Siqdélihg &d Netideriksa 6 Y 2 q L q
in Digital Humanities(2020), Eide considers modelling as/msonnected both to practices of

production and to learning strategiests’ He states that, when considered as part of practices of

the production, the rfocus of the modelling process is to develop a produgt for instance a

grammar documenting a certain dialect or an online digital photo archive as a computer system

ZERT DAWm~ YT WadRUNWE OT W 136186 | t + WRUW? RDRaécalWce ¢ URqRIJE
271bid., 91.
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qYWAP Wzt 3T Wn VYl W qV! R{COErsey, wiemptodcheRas A 1eRning N 13+ O
strategy, models are created and usedor the purpose ofrdeveloping new understandings of

the nature of the target being modelled, as well as of the modelling process itsei$® My

rationale for using modelling as a method focuratorial enquiry andexhibition development

draws from both theseapproaches. | have hypothesised that modelling entities related to the

Emmerson Collection could produce aproducty potentially a network graph of relationshipy

for display within the online exhibition. Furthermore] believed that the process of modelling

could be used as a method of enquiry or a learning strategy allowing me totber understand

the entities related to the collection and how they intersectN ¢ Rt W¢ GGl Y¢ HSWe a RNUY Ws

argument that the practical andepistemological aspect of modellingrare not strictly dividedGfbs

My approach to modelling entities related to the Emmerson Collection is also informed
H! WERT Kt Wcthetfdms anB¥lditalte i keynttlsderstanding their role in modelling
cUT W6Ys Waqé61d! Wre WA Wt InedWnY! WYel W BwhHIe | #6 AlWaldc
models can take many shapesas Eide arguesnetworks are models thatysan meaningfully be
used inmodetA ¢ + 13T WI 1J3Eide usad the@esm networkror graphs where the nodes and
IJT NI1Jt W6 ¢ 2 1Jihlcomtrmdt R tiherogtaphs, such as trees, wheresnly the nodes have
attributes KO&According to Eide sthe addition of attributes has a significant impact on the
2t CARORGq! WYnWNI ¢ &§vhildlifededs rivtdlatibmté énthiR gahtiie skates
that the labels for node attributes within a network can bersomplex, moving beyond what we
usually understand as labels towards a data package attached to each node® This is what
appealed to meabout network graphs; rather thanrestricting node (entity) labels toreduced
names or titles, the network facilitates detailed descriptions for each node, allowing for
granularity when describing the nodeand the context of its existence. While this context can
sometimes be captured by aJ Y | Ikkkationship to other nodes within the graph, as argued,
data and text can be used togethelas a toolwhen researching and communicaing context.

Here | depart from Eide whoin his analysis of a translatiorof a poem to TEI encodinghas

BERT DAWB~YT BHag RODWEIBUW? RORgqcldWca 8¢ URQRIY 9w
29 |bid.

30 |bid.

3 |bid., 92.

2 bid., 95.

33 |bid.

3 |bid.

3 |bid.
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determined that /bbmething must be sacrificeds B éeldbnnot both get the convenience of an

XML structure that can be validated and the expressiveness afhuman readindCfs

Eide analyses severatligital humanities projects that have employed modelling as a
method, concluding that over the last eight to ten yearsthere has been a boost in the use of
networks in digital humanitiesG#Eide argues, however,that while digital methods /ean be of
significant importancenfor establishing networks, sgthe process must still be run by
knowledgeable researchestG3fAs he elaboratesrshen a network with carefully selected
attributes connected to its nodes andedges is created based on a sound analysis of relevant

source material it can represent many aspects of human culture, present as well as pa€¥s

Thus ERT Ik t WE | N essddtidladlie bledearéhdrlimterpretation inhumanities
modelling reflectss Y U Iassértiots that automation can only goso far. Both Eide and Jones
use the connections betweenentities as an example of this. Theseonnections are essential to
interpretation of an object through its context, with the creation, discovery or communication of
these connections requiring human interpretation based on sound analysis.However, while
acknowledging theimportance of the knowledge of the humanities researcher/modeller like
others, Eide cautions againstsbiased, uncertain, and incompletel ¢ awithin the humanities.*
He statesthat, for this reason, rthe process of abstraction must be seen as part of the
modelling process and the principles and practice behind theabstraction are parts of the
modellJ#Eide goes on teexplain that, within humanities research,mabstraction is typically
domain specific; the concrete setting the situation exists withirr its contextr is vitallO¥He

elaborates this to explain that

if one abstracts away too much of this context, the result will be that even if solutions
can be found in the model world of the network, such solutions are too detached from
the original problem to have any relevance. The original problem remains unsolvetip

baby is thrown out with the bathwater*

BERT DAWB~YT DaaRUNWeUT W Dae5Y 1 t+ WRUW? RNRacilWicad ¢ URqQRIJE §
37 |bid., 95.

38 |bid.

3 |bid.

40 |bid.

“11bid., 92

“2|bid., 95

43 |bid.
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Here, Eide is referring to thggragmatic or problem-solving potential of models, which he
introduces by describing how grapls have been used to represent th&onigsberg bridge
problem.** However, Eide alscacknowledges that/metwork analysis as applied mathematics
has a different epistemological way of working than what visual analysis based on interacting
with a graphical representation of a network hak¥ndeed, Eide points out the distinction
between analysis inthe traditional sense, as rtooking into aspects such as centrality and weak
#Y U U 1J # anid Rathlysis based on interacting with the visual language of thgraphtGfMy
approach to modellingl | ¢ 5+ WY UWERT Ik t |whedethypbthediceRthaytR UH q R Y U
harness theepistemological potential of data modelling, Ineeded to create and interact with a
visual representation of the modelled data.ndeed, according to Eide the ability to interact with

and control the network is critical tomodelling as a method of enquiry He states that

In order to think visually with networks one must at least be able to change the form of
the visualisations, that is, how the nodes and edges are lain out in space. Being able to
deform the network by trying out changes of the network itself can be an additial way
of coming to know through the use of visual network tools, enabling creative visual

thinking and reasoning as part of a research proces¥

This approach is not dissimilar to the visualisation methodshat curators of physical
exhibitions employ; often they create models of exhibition spaces to investigate how objects
interact and communicate a message when placed in proximity to one anothet.applied this
method to the creation ofa network ofmodelled data in thevirtual space, thus reflecting
21 2 #t U1 Kt WesHigitdd and Raditibhabpdethagdlare complementary s However, |
chose to create a data network using semantic data creation platform so that the
relationships between entities in the network couldbe captured as Linked Data, which could be
repurposed. In addition to creating visualrepresentations of items in the EmmersonCaollection,
| also createdarepresentation of the entities related tothem, e.g., people and places. This

method| 1I3n 0 IJH qt WE Riatihe relativhshigbetweRnyalridiiel and its target is

44 TheKonigsberg bridge problem is a famous 18tltentury puzzle posed by Leonhard Euler, asking

whether it is possible to walk through the city of Kénigsberg and cross each of its seven bridges exactly

once. Euler proved it impossible, laying the foundations fograph theory and the concept of Eulerian

paths.

SERT DAWB~YT DaadRUNWeUT W a5y t+ WRUW? RNRacilWlcead ¢ URQRIJE §
46 bid., 100

47 1bid.

48 Drucker, The Digital Humanities Coursebookxii.
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semiotic and rdeeply entangled with the purpose of the modelling¥&Similarly, in their
discussion on/modelling as a strategy to make sense via practicahinkings digital humanities
researchers Arianna Ciulaand Cristina Marrasstate that through the modelling process

meaning is negotiated through the creation and manipulation of externakpresentationstCGfb

Like Eide,Ciula and Marras alsoconsider modelling a rereative and highly pragmatic
process of thinking andreasoningA which sits in contrast to the implication within digital
humanities that modelling is thetranslation of complex systems of knowledge into
computationally processable models.H! These computational models are typically created to
service specific research questions about the dataln contrast, | initially drew on modelling as
method in the service ofone general question: How are these books, and the events that led to
their production, related? This approach builds on the arguments of Schofield et al. who
guestion the rframing of archives as data sets in service of specific research questiol3?
Similarly, design scholarsJacquelineLorber-Kasunic andKate Sweetapple argue thatrthe
epistemological potential of the visualy fwhat it knowsky is often overlooked in favour ofwhat
it recordskCEDan Edelstein et al.also state that the visualisation of data helps torguide us, to

uncover patterns and provoke questions that we otherwise might not ever have considerksfs

In sum, within this research project, lapproach modelling as an interpretative scholarly
method (as perdigital humanities), however my intent is also exploratory and curatoriall have
drawn on this method to answer general questions about how item# the Emmerson
Collection arerelatedy where they overlap based onthe people associated with them and their
journey through time and spacel havealso hypothesised that the visualisation of the modelled
Linked Data via a nhetwork graph would facilitate this exploration byisually representing the
entities, as towhere theyoverlap and/or link. While | have modelled entities related to the
EmmersonCollection as a formof curatorial enquiry guided bymy perspectives¢ UT Wa 6 JWa I ¢ O K 1
individual approaches to the collection, | have doneso through the guidance of an ontology a

shared conceptualisation of a domain.Thus, the following section outlines my rationale for

YERT DAWB~YT DGdRUNWEUT W Uags VYl t+ WRUW?RNRacecdlWcead¢cURQRIJt §
% AriannaCiula and Cristina Marras/bE # GO Y1 RUNDWE WEVGRYqRAWI YUHNDGqe ¢ G Rt ¢ qF
Humanities Practices,iitllMeanings & Co.: The Interdisciplinarity of Communication, Semiotics and

Multimodality, ed. Alin Olteanuet al. (SpringerVerlag, 2018.

5 1bid.

52GSchofieldetal., /bA 10t ¢ | HE Waqdl Ye NS W? It RNUWE GW? RNDRacéctilWcea e URQR
53 JacquelineLorber-Kasunic and Kate Sweetapplersé Rt 2 ¢ (i FohsBd(DatHi ileéh#ifying the Potential

of Visual Knowledge Production through Design Practice3tlidies in Material Thinkind.3 (2015):4.
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drawing on an ontology as it is understood in computindoy linking the concept to its

philosophical influences.

Modellingy Has Rationale Fromy Philosophy

Theorigins of the term fontologykcome from the branch of philosophyconcerned with the
rscience of what is, of the kinds and structures obbjects, properties, events, processes, and
relations in every area of realitys> While some philosophers argue for a distinction between
ontology andmetaphysicsy that being rthe study of being, its kinds and attributes3®y others
such asE.J. Lowebelieve thatontology sis at the heart of metaphysics since it studies the
existence of categories of entities, metaphysical concepts, and their relationss’ As Thomas

Hofweber elaborates:

In metaphysics we want to find out what reality is like in a general way. One part of this
will be to find out what the things or the stuff are that are part of reality. Another part of
metaphysics will be to find out what these things, or this stuff, aréike in general ways.
Ontology, on this quite standard approach to metaphysics, is the first part of this
project, i.e. it is the part of metaphysics that tries to find out what things make up

reality.>®

According to Thomas Gruber, in the context afomputer and information sciences, the
term ontology was adopted bythe Al community in the early 180s tossefer to both a theory of a
QYT WGl Ws YI 6l Waseéwe U7 We WH YKRSKtksthwdiivantidse 0 Y s G 13T 013 LWt
researchersarguedthat they /sould create new ontologies as computational models that
enable certain kinds of automated reasoningCGfeThus, beyond philosophy, ontology became a
ntechnical term denoting an artifactthat is designed for a purpose, which is to enable the

modeling of knowledge about some domainreal or imaginedCtAs Gruber elaborates,

SBarryE 0 R q 6 A WAgdIbRBEckwe!l Guide to the Philosophy of Computing and Informatioed.
Luciano Floridi(John Wiley & Sons, Incorporated, 2003155, ProQuest Ebook Central.

%6 Arthur Madigan, Alexander of Aphrodisias: On Aristotléetaphysics 4 (Bloomsbury Publishing Plc,
2014), 1, ProQuestEbookCentral.

57 See, for example, Jonas Rafael Beckérenhartand Raoni Wohnrath Arroy8l LWUb7 ¢ Ht Wa Y Wa 6 13 Whe 134
YOqVYdVYn! We ¢ U7 MEhudaito Sq2021R 15 1shfips://doi.org/10.1590/0100-
6045.2021.V44N2.JR.

BNGYOct We Yns WA A LWsgOntbldgy affer Caihapret) 81éphald BlaitHatidl

Sandra Lapointe(Oxford Academic, 2016, 13.

% Thomas Gruber, ®ntologys s Encyclopedia of Database Systemsed. Ling Liu and M. Tamer Ozsu
(Springer, 2A.6), https://doi.org/10.1007/978-1-4614-8265-9.
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however, rlsome researchers, drawing inspiration fromphilosophical ontologies, viewed
computational ontology as a kind ofapplied philosophyt3&rT he following sectionbuilds on this
statement by Gruber byoutlining the relevance of the philosophical notion of thefold in terms
of modelling data, to an ontologyas a method of curatorial enquiry.l arguethat the fold can be
employed as a way of thinking when modelling cultural heritage datdn doing so, | depart from
c Y n s 1J leddatiéntollbntology with investigating whatthingskmake up reality. While curation
activities are ontologicaly they involveclassification and making statementsabout the nature
of a worky their objective is notto make statements about reality. Rather, the very nature of
exhibitions is to presentobjects from a particular perspectives LLI¢ + ddeélfeldpdlimpression of
realitytOf

The notion ofthe fold Rt Wae¢t WUWNI Ya W[ | JURGWG6RGYH YG61I W] R
The Fold: Leibniz and the Baroquél988). In this text Deleuze builds on Gottfried Wilhelm
Monadologie. According toLeibniz, a monadsis nothing but a simple substancea Bvéhich
BOqU!l + WRUqVYWHYGGYe2 U1 t LWIOKHLLRH* Lefbhiziel&bGréted thai RHergl (G 13 ¢ U q LK
must be simple substances, since there are compoundsfor a compound is nothing but a
collection or aggregatum of simple thinggGfAccording toViktoria Briggemannet al., Deleuze
thes Y | wHick a B @ihthins the fold as an element of infinite iteration3fsThus, where Leibniz
seesthe monad asan indivisible, static, self-contained unit, Deleuzedescribes the fold asa
dynamic process. Indeed, the fold replaces the idea of isolated, preestablished entities with

processes of connection, movement, and transformation

Both Leibniz and Deleuze reject a dualishntology the separation of body and soul),
which, asBriiggemannet al. argue, isrimportant for the understanding of the processes of

information interpretation and accumulationt3ftAs the authors elaborate:

52 1bid.

83 Viktoria Briggemannet al., /btNS8 JW[ YO T a WA g6 RUt RUN Wf UopigitatHemaRigeR q ! WR U W2
Quarterly 14, no.3 (2020),

https://www.digitalhumanities.org/dhq/vol/14/3/000487/000487.html#wagner1995.

8 Gottfried Wilhelm LeibnizA LLsbRbéal M4 Y tthhsARelHrt Latta, inLeibniz: The Monadology and other

Philosophical Writings, ed. Robert Latta Oxford University Press1898), 217.

5 Ibid.
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Following Deleuze, the monad (or human) already holds all information, twisted into
many folds. If it was confronted with a new question or informatiosm stieelidlds in the
soul would automatically begin to twist and turn, after which the resulting answer or
links to other information would suddenly become visible. The answer was already

there, it was only hidden in the manifold twists of the souf®

In contrast to Leibniz, Deleuzeconsiders folding as a spontaneous procesg an operation
internal to matter, thought, subjectivity and space without atranscendent authory applying
the notion of the fold tohumanistic outputs, for instance art. Many theorists have since built on

Deleuzex work, applying the notion of the fold taother areas of enquiry including curation.

Projecty Has Methody Folding
Foldingy Has Rationale Fromy Philosophy and Curation

Philosopher Jan Gresil Kahambingpplies the notion of the fold tothe philosophy of curation,

arguing thatrsuration determines the ontology of the objeck(dn his article, i€uration as

Ontology, or, Can we Fold Reality as a@bjectiy(2024), Kahambingmakes aproposition to

mepen adiscussion on a realist philosophy of curatiodJPKahambing begins by stating that the

Latin roots of the word curationy feurarekor feurakmeaningfop Y WY 2 131 + IJIJK Wy | Wh q Y Wac t
reonnotes an object, implying that to care is to cardor.H! Thus, he argues tharsurated

objects are then not isolated as they are necessarily associated with a caring subject or with the

mind of a curator H? As such, Kahambing introduces his first premise:

Objects when curated become minddependent
Mind-dependency is antirealist

Therefore,curation is anti-realist.”

Kahambing goes on to explain that, like curation, realism is crosdisciplinary s/since an object

of study in any field sufficiently constitutes an account of what existst* Regardingrartistic

%8 |bid.

% Jan GresiKahambing /b9 2 | ¢ qRYULWect WS UqVYayYN! AWYI LWOCGhEMdE addl[ Yol WAIIC G
History 20, no. 1 (2024)209.
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realismAd Kahambing argues that this is demonstrated by the acceptance of a reality behind the

work of arts/such as the plight of a certain class of peoples® Thus, Kahambing stateghat the

reperational definition of realism here is that there is aeality, and it is mind-independent.H®

According to Kahambing, it then follows that, becausemuseological curation is a distinct form

of subjective perception of reality as an objectst has mantirealist tendenciestwwhereby

reurated reality is not ontologically-independent.H” Kahambingt premise here draws parallels

with the arguments ofDrucker and Eideregardingthe interpretative nature of ontologiesand

modelling. In the context of curatingthe EmmersonCollection through the creation of

ontological instances,u ¢ 6 ¢ t HRUNK t WGI & Rt &hldseit(e.§. thilRegiGo@)Ysl q La 6 ¢ q
mind-independent, while the explanation of that event througtcuratorial text ismind-

dependent.

Before introducing his second premise Kahambingexplains thatseuration is a style of
philosophizing that has a distinctnessH:® He elaborates thatthe philosophy of curation is not a
rsubfield strictly of the philosophy of museums but is a sugeneris philosophy in itselfw® This
kind of philosophy, Kahambingargues, ris prompted by the increasing function of curatorial
agency inmuseumss WN 6 Rt WRU2 VY0210t WAz qWRY WOYqWIRAGRqUT WqVY AL
ontological R U q 1J 1 2 13°Heyr& KabldmHKdrgis again referringto the interpretative nature of
curationy through their agency, the curator can make certain ontological claims. Indeedsuch
is the agency ofthe curator that Kahambing proposes thatrsuration can act¢ + LW¢ WneYFard R U N 0w
Kahambing, a fold isma style of connection, a continuous flow of inflections, caverns, twists,
and weavings creatively producing a consistent virtual or becoming ontology8? When applied
to curation, sbn Y 0 | Rdhdé@piil metaptbr that denotes different functions and meanings in
terms of the objects curatedd@However, departing froms 6 JWY | q6 YT Y+ Wl B¢ T RONWY r
philosophy,Kahambingalso states thatthe rmetaphorical fold as adl 1J g 6 ¥ & feounded,
finite, presentationt3fBorrowing fromphilosopher Victoria Harrison, who in turn draws from

philosophers GeorgelLakoff andMark Johnson,Kahambingfurther describes theboundness of

Buc6cUHRUNAWM9 2l ¢ qRYU MUY G LB GYE G RiG " Wil V ILUIKIY ¢IE T IIMHq e w
76 |bid.

7 |bid., 182.

8 |bid., 185.

™ |bid.

& |hid.

& |bid.

82 |pid., 186.

& |bid., 185.

& |bid., 186.

105



the metaphorical fold as arscreened possibility .H® Indeed, in her dscussion of metaphors,
Harrison describes how theydraw reur attention to certain features of things, while

simultaneously screening certainaspects from ourattention tGfb

Kahambing goes on toliken curation to Rein Raud hotion of the gaze whichbG1J1 HIJR 2 13t W
q6UWs YI 0T WYnWhaq6 ROUNt k W tf dutonbinaps parkscheld thhethdsbg Y G 13 WH Y Ut
certain laws and principles, a certain ordest B LUNG IJWN¢ AJe WOWUIT + Wa VYW YULWhH q6b
manner in order to relatdéCGAccording toKahambing,A ¢ 2 Tnetucidllassertion is that just
because reality is ontologically mindindependent, it does not follow thatepistemologically it is
gazeindependenttJfdndeed, Kahambingasserts that the ngaze makes sense of reality in its
own wayiJBAs such, the curated or metacuwated gaze shrouds the object witheuratorial
perception, which may not necessarily correspond to the reality of the obje#é@Kahambingis
somewhat critical of curationis take of thenotion of the gaze, referring to it ase ¢ H2 Yaedt
ranti-realist since it voids the independence of the reality it tries tfaestheticise]lOtHe
acknowledges, however,that curation (or the curatorial gaze) isn turn rmeeded to historically
make sense ofthe object, trace cultural patterns informing of its ontology, and presentitin a

way that evokes visitor engagemenG¥é

i 6RONWF WHe RGT WY U Ubeangtaphdridalloiias aldlratanjdametddd ¥ n LU
argue that foldingserves twosomewhat contradictory purposes. In addition tocreating a
rbounded, finite, presentationtor rscreenld 1 psssibilities, folding also encompasses
unfolding, that is, the act of expandingan entity to make its structure and relationswith other
entities explicit. Indeed, Briiggemann et alexplain thatexplicationy Y U1J WY n W? J & Je AIJK t La
operations of thefoldy #¢ UWA I WT 3t #1 RAWJT Wet Woqd WG YHIIE + WY n We C
TR2RTRUNDW YOG WqS6RUNWRUqYWRat W 2 At 9438 ané elablorsketl Y | Wn ¢ U U

8 |bid.

8 Victoria S. Harrison, "Metaphor, Religious Language, and Religious Experiencggphia46, no. 2

(2007):144, https://doi.org/10.1007/s11841-007-0018-3.
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Through the process of explication, hidden connections become visible again, but the
(un)folded entity nevertheless possesses connections to all others. Unpredictable
outcomes and new connections can occur during folding and unfolding, as a fold can

generae the sudden juxtaposition of formerly opposite (and also opposing) point&

The other two operationsfimplicationk LLI¢cOmplidhtionk A s 6 RH G WaqYNWqd Il Ws Raé LW
rorm the essential triad of thefoll serve different yet complimentary functions.®® Accordingto

Briiggemann et al, in contrast to explication, rimplication refers to the commonly known

process of folding thatreduces something in size and detalil, e.g., closing an open book or

folding a papetOfd_astly, complication rexplains the process of information accumulation and
connectedness of everything perceivable, while also addressing its arbitrarine$S#iAs they

elaborate:

Because everything inside the monad is folded to infinity, every possibility already lies

inside of it, yet,it cannot expose itself in its entirety at any moment. Surprising

Yerel | 30RIt Wel WWagéet WOYqWa Yl WWaée UWE WHHEY O GU R®
connections are rearranged and only a part of the connected universe becomes visible

atatime.®

Thus, the operatiors of the fold draw parallels with the process of creatingnodelled
instances as a curatorial method In the context of this project, luse them in conjunction with
§HI Rt qkt WU Y eniaknd loresxhibiffoastinfagdridnlo making junctions through
modelling, | am unfolding (or making explicit) entities relating to the EmmersoGollection
(explication). Simultaneously, | amcreating a smallscale model of relationships between
entities that are otherwise infinite (implication) and accumulating and connecting knowledge
(albeit not everything perceivable) (complication)indeed, it was not myintention to curate
reality, rather Iwas conscious that theentities and properties | chose to model andnvestigate
would reflectu ¢ 6 ¢ G HRUDNDK t WU VY qedli¥ml Mhatisiiredinal@mdatt Waiild thba
bounded, finite, presentation or screened possibility of data related to the Emmerson

Collection based on what | choseo bring forward and hide fromsight.

% lbid.
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Projecty Has Methody Network Visuali sation
Network Visualisation y Has Rationale Fromy Philosophy and Digital Humanities

In addition to drawing on the metaphorical notion of the folchs a method of curatorial enquiry |
also used the concept as a framework for dsigning and critiquingthe visualisation of modelled
data for audience exploration in the digital exhibitionThis method draws on the work of
Briiggemann et alwho argue for the fold as g&ramework for rinterpreting and creating
interactive visualizations of complex information space$Cfdndeed, Briiggemann et aldraw
parallels between? 1J @i 1J adAsidriptiorilbf the unfolding of informationand rthe structure and
understanding of digital information spacesCf8 The authois explain that the infinite,
interconnected and obscure attributes of the folds of information also characterise the virtual
world wheremenly certain parts of the availableénformation are perceptible at a time, while the
whole information space remains invisibly presentGft For this reason, theauthors state that
feata and the resulting representations in data visualization can be seen as foldeeminding us
that any perspective can only represent one possible version of reality, while containing infinite
other possibilities to perceive a phenomenom3# Thus, Briiggemann et aks arguments on the
interpretative nature of foldsin the context of humanities datadraw parallelss Rq 6 lWu ¢ 6 ¢ 8§ HRUNK

discussion onthe anti-realist nature of curation.

To explain their position, Briiggemann et atiraw onthe three operations of the fold
mentioned abovey explication, implication and complicationy to analyse rexamples of folding
operations in data visualizationsH®® Explication and implication, they state,are the most
common operations, simplementing the fold in the sense of increasing or decreasing detail,
cnNNI UNeqRUNWY!I W WGe | ¢ qR U B Sudirdkamiples|state Brigdeynandll Rt G1J1 |
et al., can be sea in network visualisations that facilitate the unfolding of a node intomultiple
sub-items (explication). In turn, sub-items can also becollapsed to reduce visual complexity
(implication). Similarly, the/8 Rt 2 ¢ Rt ¢ qRYU WY n W6 RIJI ¢ | Ha@lRvwsdot LT ¢ q¢ A+
the increasing ard decreasing of elements (explication and implication)In contrast, the
operation of complication is evident in themgradual build-up of a multidimensional

visualizationtGf8 To demonstrate this concept, Briiggemann et aprovide three examples

9Brijggemann etal, btNS DW[ YT alWAUDq6 RUt RUNWf Gopddll ¢ FqR2 Raq! WRUW? ¢ q¢ |
https://www.digitalhumanities.org/dhq/vol/14/3/000487/000487.html#wagner1995.
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including an regocentric networkcentered around one nodeH In the next state of the
visualisation, sthe complication dissolves the egocentric perspective towards a full view of the
network in which the layout is influenced by all nodes and all links becomeisibletG: Rather
than presenting arb q ¢ qy R # WIR § ¢ e tdishidbs Hdtivdemstatesinshd complication
data visualisation allow forthe integration of additional relata aspects into the same
visualizationtGf8 Thus, this example draws parallels with thenethodology of network
visualisation and analysisdescribed by Eide.Instead of serving themodeler as a toolfor
modelling as a method of enquiry, howeversuch a visualisation would allow users tagquestion

therg UT 1 4! RUNDWH ql efAqel WWe UPW RGOt RYUY WYNWa6 W ¢ a

Basedon their analysis of how the operations of the foldtransform the reppearance
and arrangement of visuald & 1J G 1Jik)dpta visualisation, Brilggemann et al propose
nentative design principles andhuz 131 g RrtHe design ofvisualisations.*'° These principles
and questionsare categorised according tothree overarchingqualities that Briiggemann et al.
abstractedn | Y G W? 1J0 1J e Adligh thélfddthiniéopdtik data visualizations in the
context of humanistic inquirytGt These threequalities are coherence,elasticity, and infinity.
According toBriiggemann et al, coherence reflects rthe quality of monadologic systems that
are defined by context and relationg3# Thus,a data point a entity within a visualsation is
part of a system and defined through its connections to other points of the netwonk®® In turn,
elasticity reflects the flexibility of the information space,in the waythat information and
connections twist and turnwhile remaining coherent. Lastly,infinity refers tothe unlimited
possibilities of the fold. Within the information space,infinity can beembodied in the way
rsmaller and smaller threads[are]2 Un Y tiahdhbwgonnections between elementsare
rtound and followed in a multitude of possible combinationdG#8 Thus, all three qualities
described by Briggemann et alare united by a notion of connectednessFor this reason,they
align with my objective that thevisualisation of my modelled data would facilitate audience

exploration of the entities related to the EmmersonCollection, and the junctions between

067 1 TNNUWGecUUWIgqWe dOAWBNG JW[ YaTl aWANDg6RUt RUNDW Ugqll ¢ HqR2 |
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them. As such,as outlined inChapter 8:Production, I have drawn onsome of Briggemann et

¢ 0Kkt WGI RUHR Glarlthe désidnlofthiddell&bl dafeRwithint Beyond the Book

Projecty Has Methody Reflective Practice
Reflective Practicey Has Rationale Fromy Research Through Design

71 TNNUG ¢ Udpplichophlaf theddld taltlata visualsation | ¢ 5+ WGe | ¢aaat Ws Raéb L
assertion that modelling is atheoretical-practical activity. In bothinstances, the authors infer
that the practice of creating somethingis informed byresearch, and in turn,the direction that
research takesis influenced by the practice. Such a relationship is core taesearch through
design (RtD), whichconsiders practice as an amalgamation ofeloingwand rthinking.H*° The
term is attributed to Christopher Fraylingwho, in his 1994 paperResearch in Art andDesigntOr
challenged rstereotypes of what research is, what it involves and what it delivet@# Frayling
rejected the distinctions between academia andcraft/practice, and revisited the rsognitive
tradition in arttb atradition which, he states rhas in fact been callediresearchORsayling
concludes by arguingthat /8 131 13 hastdeer, can be and will continue to be an importarnt
perhaps the most importanty nourishment for the practice and teaching of art, craft and
designtC#b

ERURIW I ¢! & R U Nexaivéd@®io &recoghithblefieldlitic istinct individual
GNq6YT + WaselWs RAGWqYNWq6 131 WY U dOkERudrensptidtgiiaudc U WRT 13U
been applied toswarious research practicesd #scluding those outside of traditional art, craft

anddesign!®Ez #S6Ws ¢t W[ 1 ¢! GRUNKt W2Rt RYUAWEY WEWIWE! Ne 3T

As if action which follows reflection, or reflection which follows action, can be putin a
box exclusively markedpracticek Research is a practice, writing is a practice, doing
science is a practice, doing design is a practice, making art is a practice. The brain

controls the hand which informs the brain'®

For instance, Whitelaw, along with TomSchofield and David Kirk applied theRtD methods of
cultural probes and workbooks to thér designY nld#EnG a0 Y1 ¢ q VYl ! We UT WGl R YHE qR2 |

115 Christopher Frayling,/bA 13t 1J¢ | # 6 WR U WRdyal Qodegd of /2t BRésEarttFapetd no. 1

(1993): 4.
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the Bloodaxe Books archivg a collection of edited manuscripts of contemporary poetry?!
Through this workthey drew parallels betweenRtD and DH namely via theirshared

methods, questions, and challenges0# Theseshared methods, argue Schofield etal. attempt
Jto find productive and experimental relationships between physical designs and the theories,
discussion, and reflection that surround themtG#8 In this sense, bothRtD and DH are
concerned with rthe role of made artefacts in generating and communicating knowledd&# As
Schofield et al. argue, however, practice-based researchprocessesy those that are /pften so
much a part of both RtD and? ¢ yreequire more than antafter the buildkreflection on finished
designstJ#8 Rather, to seritically, theoretically, or philosophically say [something] about what

we are doing when we make thing8 we require methods that/mix reflection and buildingG#8

Thearguments of Schofield et al can be situated within a discourse shaped by the work
of social scientist Donald Schon who, in his 1983 bookTheReflective Practitioner: How
Professionals Think in Action, stated that the moment someoneseeflects-in-action tbey
rbecome a researcherin the practice contexttO# For Schon reflection-in-action is the unison
of thinking and doing. Thisnotion rejects the G Y T 1J toWNA6 WIMR # ¢ G WHiviewsppRY Uc¢c G Raq! K a
professional knowledgewhich considers professional activity as the rigorous application of
scientific technique and theory toproblem solving. Conversely, reflectiorrin-action considers
the implicit, tacit sknowingrsin our rpatterns of action. H528 This knowingthat is neomprised of
criteria, procedures, judgments and previous experiencescan be seen inthe rspontaneous,
intuitive performance of the actions of everydayi R aslivall asthe professional processes of
the practitioner.?° Thus, eflection-in-action or knowing-in-action draws parallels with the
notion of the foldy both concepts consider the kinds of knowledge inherento the individual,
that can be drawn out and applied to a particular situation or context-or Schon, dtimes this
knowing cannot be articulated in wordy it isin the action itselfy whilst other times the

practitioner is able to consciously reflect on the actionwhile they arepreformingit, or after the

PIERGYNRIGT WJqWe 0 OAWBAIIY D¢ | HE Wa 6A | YeeHIOREAIF hRIRINNETUOD W? RNDR
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fact. Schondistinguishes these two processes ageflection-in-action and reflection-on-action.

As Linda Candy explains:

B REflection-in-action is characterised as an intertwined and reflexive process of
thinking aboutthe actions being taken, or about to be taken, in a unique situation.
Thinking and acting together form a dialogue through which the practitioner assesses
his or her actions and, in doing so, learns how to develop better ways of addressing the
problem faced. Reflection-on-action on the other hand, involves reflecting on how

practice can change by evaluating a situation after it has happenet®

Accordingto Schon, reflection is stimulated by surprise whereinthe unexpected result
of an actioncan trigger the practitioner to reflectsback on action and on the knowing which is
implicit in action tG# As Candy argues, it istte actioners rability to reflect on what is there and
to test out what he or she already knows against the nephenomenontthat /enarks out the
truly effective practitionert3f8 The reflection process may be rapid or drawout over time,
mdepending on the pace of activity and the situational boundaries that are characteristic of the
practice. 8 In turn, the production of a satisfactory( Y 2 I& mesponse tosthe new

G6 130 Y O Ibytiepnactitioner rbrings reflection temporarily to a clos¢Gf

In this research project,f Wz t 1JWE H 6 Sireaflectivb-vi-mrRcicd and refection-on-
practice as methods forcreating and analysinghe modelled data set, the designand build of
the online exhibition, and this research project asawhole. | considerand reflect onmy tacit,
implicit knowledgey informed by my experience in GLAM institutionsprevious studies, and the
research phase of this projecy while creating data and building the site When urnexpected
situations for which there is/mo ready-made respondJ warise, | am able toreflect and drawing
on what | alreadyknow, in orderq] Yaltiye at a better understanding of what to diD#S In this
process | draw on the theory and methods of Candyyvho in turn builds on Schén, to examine

the application of reflective practice within creative, digital and collaborative projects.

130 Candy, The Creative Reflective Practitiongrl 8.
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In her book,The Creative Reflective Practitione Research Through Making anBractice
(2019),Candybegins byconsidering howrthought becomesreflection K3f8 Drawing on the
arguments philosopher John Dewey preserg in How We Think(1910), Candystates that the
5 YI T Wh | AJhbddHAmARA'thinking as a conscious cognitive proceskdfs This process
consists of rwvorking through chains of events or identifying the subtle threads that connect
3213 0qt WwWe U7 W+ el RIUAIIt WeehsacHIn this walyy cefeciaddrang & + LWa Y Wh G
parallels with the conscious act ofcreating amodelled data web of meaningwith the guidance
of an eventsbased ontology, whereboth acts involvelinking events as a form of meaning
making. Thus,creating modelled instances of events isan example of metareflection-in-action:
one connects events as a form of practice and reflects on that practicéy connecting events.
Candy goes on to explain thatteasing out links that relate ideastcan also be a selfcritical
process as t /suggestsa sense of judging or appraising those relationshig&# Thus, the
practitioner reflects to make sense ofa domainand evaluate their contribution to it. | adopted
this approach to reflection throughout this research projectas | continuously reflected on my
knowledge of the EmmersorCollection, Linked Data andexhibition-making, as well as howthis

knowledge could address a gap in research and practice.

The many elements that required reflection in this research project argymptomatic of
its interdisciplinary and collaborative nature. This is further complicated by the fact that this
Gl YTUHqQWUGGGY! + W RONRcGWqUHSUYGYN! Wet WAYq6 We Wa VY
GUT ReGWagdéecqW WnRUBDE Wa 6 1J Withédnlindlédribitjan H0lastsiibl, hitl ) 6 13 Wn R U ¢
use of digital technology within this project requires layers of reflection that consider the type of
technology, my relationship with it, and how its purpose evolves over the course of the project.
t woe¢UT ! WRUT RHE It A Hewio6l to anHkel ahrarfefadt éréntudlly derRIOps LW¢ LW
into something more compelling, as the full potential of computational processes becomes
0 1J ¢ ¥ Bdildi@g-on this, | also consider the limitation of the technology | use, how | have

adapted it, and how these limitations affect the outcome of my practice.

Building on the work of Schén, Candy considers reflective practice in the context of
WGl R2¢qlWe UT W ¢l 3T W I3t el ASWGI ¢HqQRHENDY Awlls 6 RAS LW

136 |pid., 16.

187 1pid., 17.

138 |hid.

139 bid.

140 Candy, The CreativeReflective Practitioner, 203.
141 bid., 258.
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| 13t WeronsRamn Wo ¢ U7 ! kt WHI Rl Re AWf WHGEt + Rn! Wa! WGl ¢ H
mEEc2P0W PiWw2e¢ U WqY W6 IWs YI t WYNWYq6Jl WGl ¢HqRqRY UL
exhibition-making.!*f WI | ¢ 5 We GYUWW+ Rt qRUNWAWNq6 YT+ We UT WaWlgqé6 Y1
Gl YR WY nW 't qUA ¢ qRAWNDFGIEY!I ¢qRYUwlWs 6RAG Allwe UG RY
to scrutiny and evaluation** Furthermore, in borrowing from Candy, | situate my research

project within the field of researchthrough-G| ¢ HqRH D AWs 6 RAGSG W 6 IWT In ROt We

investigations undertaken in order to gain new knowledge partly by means of practice and

through the outcomesY 'n Waq 6 ¢ q HEBlaseddon Ristdékdion, my research project aligns

with the objectives and processes of researckthrough-design: it is an original investigation into

a methodology for online exhibitionmaking, with its contribution to knowledge being partly

informed bythe practice of creating a digital exhibition guided by this methodology.

Practice-based research can produce both private and shared practices. As Candy
notes, the outcomes of practiceH ¢ + 13T WI 13t W¢ | H#6 WH ¢ Uinbdiidudlnee GGO RAC AG I U
practitioner [or], when undertaken in a more formal way, extends to generating original
concepts and insights that contribute to a body of new practicd 1Jd ¢ q 3T WMWY s d 1IT NIJOw
Auncel TROUNWs WWIEcqaqldl AW e UT ! W q¢ qllt W6 ¢ qlmbags RE WRY
the process of making artefacts, their creative intentions and goals and the results of
experimentation with new forms and materials available in published arti¢) t #Ohe
interdisciplinary nature of practice-H ¢ + 13T WI 13t D¢l HSWE ¢t WG T Wa Y Wse Wa Y1 |
qé6 Wl REGW qVY! WWYNWI+Rt qRUNIG BGE VA &G NNRVO WR O WUV 06 1
of shared practice-based research, | situate this research project within this distinct field. As
this chapter has described, | borrow methodologies from other fields to address a knowledge
gap inonline exhibition-making, the process and result of which | document in reflective diary
entries that inform my formal documentation of the project (this exegesis, conference

presentations, and journal articles)*°

142 1bid., 234.

143 1bid. 236.

144 |bid.

143 bid., 237.

146 Candy, The Creative Reflective Practitiongr237.

147 1bid. 235.

148 |pid. 240.

149 See, for example JuliaRodwelland AnnaWelchl Auna and Access: Toward a NeMethodology for
Book Exhibitions in the Digital Reali Antipodes 35, no.1(2021). 1891215,
https://doi.org/10.2307/48795434.; and Julia Rodwell and Mitchell Whitelawrkrom Inception to
Interface: Ontologies, Data Modelling, and Linked Data for Online Exhibitien ¢ t R Badefyanidll, no. 2
(2024):1611187, https://doi.org/10.1353/pgn.2024.a946929.
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In addition to aiding my reflective practice, which in turn supports my analysis and
J2¢c¢tec¢cqRYUWYNnWa! WGl YTURqAW! YR2GWDUgecqRYUWeEOt YWact
b 6 ¢l ¢ HO I Eramsfemidglihg BadyModern Archivieesearch team *° Communicating my
reflections with the team through this project has been essential to my reflective practice. As
9c¢UT ' wUYqUt AWmHYGUOECHY!I ¢qR21IWs YI t RUNWIIUEC HG Y WNI 3¢
RU2 RqlJt WHY 4% Bhid datbgue Rith théQeam ensures that my ideas are articulated in
clWs ¢! WadeqlwurYUgl RHAz q 3P Adedadkifront thelfebrilatidhdldngeaq ¢ UT RU N K
me 0! Ws Y1 t RONDWEtt 20 GqRYUY WaéceqWWée23WARIRI0OW KBawz2e¢Uag
to Candy, is essential to the evaluation component of reflective practicé®* Candy argues that
evaluation, together with practice and theory, make up the trajectory models of practice and
| 13t Wel H6WnY! WaYt quWG! ¢ HqRqRY U W 13t 3¢l HG6 11 + IOWE 6 13U
T1 R2It W6 W W2 136Y G010 q Wivetdgedis] udtiito! shapitHe Bvaleptiod Y | 1Jq R H ¢
Gl YHIJt + We UT W6 WWHI BeqRYUWYNWs YI tt Awllags JWbRUqUl G
[involves] many iterations and much interaction between the elements as the creative process
[drives] a continuous process i LWH ¢ cmiEkemdesigning and making digital works is
characterised by iteration, with each iteration requiring reflection and evaluation. Therefore,
iterative work presents an opportunity forcollaboration, where each iteration can produce
maé¢ UNRAGWWY 2 qEY Gt Waé ¢ qRIUI ¢ qld EECandflithed #6 ¢ URt Gt
Cl Nea 3t WnY! WKWl Yaw2e¢ 0PIWYnW 6¢1 3T W WndWEqRYOLWN Y
M2cdecaqll WA WG ¢ HqRaQRYUIII t W 15¥RGALET 1 RehlnAe! RIO qRUHVUINGO LE
arguments, | expand my method of reflective practice within this project to include shared
reflection. This involves regularly sharing and communicating my research and iteration of my
practice with members of theTransforming the Early Modern Archivieesearch team to jointly

evaluate my progress, which will inform my next set of actions.

Conclusion
An underlying principle of DH is that its methods enhance access to and interpretation of
source material. This principle aligns with my rationale for drawing on modelling, folding, and

network visualisation as methods for curatorial enquiry and research@mmunication. Through

150 Candy, The Creative Reflective Practitioner241.
151 pid., 257.

152 pid.

153 |hid., 246.

154 Candy, The Creative Reflective Practitiongr246.
155 |hid., 257.

156 |bid., 254.
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interpretation of the Emmerson Collection by providing access to contextually rich data

associated with the collection that can be explored in a unique and meaningfway. In doing

so, | have been guided by connected yet distinct disciplinary positiongligital humanities,

philosophy, curation, and research throughdesign. | haveaccounted for these positions and

where they overlap in the above text by modelling theto the NeDiMAH Methods OntologyThis

exercise has brought these disciplines into conversation in an attempt to build an overarching

methodology for online exhibitionmakingd WIJHE YRUNW? 2 OUWe Ul WEHRSG 2t qldl K1 L
digital humanities as/sN1 Yea UT 13T WRyoutbaéd ie¥egsRriy dhR réddnciliationy of very

TRnnUI DOquwt ! UqerqRACc TG WE UT Wt 134 ¢'OTh&renizindeGoftGidd t Wn Y1 WG
exegesis outlines the process of implementinghese methods in the developmentof Beyond

the Book

1579 2 UUWE UT WEHG 21 qll AWBALDE Del HEWaWq6 YT+ WRUWGS IWT RNRaQE G|
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6. Development

Chapter 6 describes the practicalities of implementing my methods in the development of
Beyond the Book It outlines how | have used information contained in the State Library Victoria
(SLV) catalogue records as a foundation from which | haweeated contextual webs of meaning
for the Emmerson Collection. | provide a rationale for choosing the CIDOC CRM as the ontology
to which I modelled thisdata and account for the challenges | have encountered learning its
language and structure. This chapter also highlights the influence that the semantic data
platform ResearchSpace has played in the direction of this project, as well as the essential role

of collaboration in its configuration and the design of the exhibition.

Modelling from MARC

Early in the project, SLV provided the project team with a spreadsheet containing the MARC
catalogue records for the Emmerson Collectiont This was a pivotal moment in which the team
was able to begin to interpret the collection through its data. The spreadsheet contained
approximately 4,500 lines, with each one corresponding to a catalogue record for a collection
item (see fig. 18). In turn244 columns represented the MARC subfields for records, and
captured the corresponding data (or lack thereof). Many of these subfields were either obsolete
or irrelevant to our project. For instance, subfield 542(I) captures the copyright status of a #tl
(we knew we would only be working with items that are out of copyright), while field 359 (Rental
Price) is both irrelevant and obsolete. Key to our early investigation of the Emmerson Collection
as data were the fields:100a (Personal Name), 245a (Titlea®ement), 245b (Remainder of Title),
245c¢ (Statement of responsibility, etc.), and the 6XX (Subject Access fields). Whitelaw

D+ql ¢cHqUT Waqd Wl ¢qeWHYUqe RUNDT WRUW@6 I3t WWnRIJGT + Wa VYU
exploratory tool allowed the team to sort and group the reoccurring titles, subjects and people

present in the data, with the most frequent entries displayed in the largest font size.

In August 2020, Whitelaw presented this website to the project team, and we recorded
their initial observations of the data. Theaeam commented on how clearly the collection is
nYret IT WYOWqS6 WWEUNGRY 6 W9 R2 R Wiocd cleddd + wkut RUIDCUEOIBLE | T 1.
T YGRUC qUt Waqé WWh G+ Yreguehtty odeutdiogdane in the subjbgt@adalideY t q LW

is the fourth mostfrequent author in the collection and theEikon Basilikaw the spiritual

1 MARC (Mchine-ReadableCataloguing) is a standardsed format for encodingbibliographic and related
information so that it can be read, interpreted, and shared by library computer systems.
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autobiography attributed to the King is the fifth most numerous title. While the team was

COl DeT ! Wesel JWYnWqsWWHYGaWDHRqRY UKt WnYHat WYUWq6 1JWI
that the exhibition should showcase and explain Charles and the Civil War as well as the

journey through time and space of certain boks. As such, | determined that the records for the

Eikon Basilikewould be the most logical choice to begin to model to the CIDOC CRMurther

through discussions with the team, | waddentified other key itemsfor test modellingui

beginning with the information available via their catalogue records with a view to expanding

contextual webs of meaning.

1 Statement of responsibility, etc.  Inclusive dates Bulk dates
Tite (245a) Remainder of tite (245b) (245¢) (2450) (2459) Medium (2451
2 Fragmenta Regalia memairs of Elizabeth, her court and favourites / by Sir Robert Naunton
assembled T % % Kingsmill Clar. Parliamen.
1 A sermon preached at the funeral of the Rt. Honorable John Eart of Rochester ‘was buried at Spisbury in Oxford-shire, Aug. 9/ Countess-Dowager of Rochester.
Charles |/ by Sir John Skelton
6 realme of England, since the Norman conquest, 1o this present yeere 1622 Sicknesse
The history of Scotland containing Original Papers. In Two Volumes.  Edinburgh
A discourse concerning prodigies Colledg in Cambridge.
) Memoirs of the fife and character of the late Earl of Orrery and of the familly of Boyles Siciian Tyrant: transiated from the Groek / by Eustace Budgell Esq
10 pacification in the camp neere Berwick % %
1 against King James VI of glorious memory : > K ™ descendents, from the imputation of bastardy/  national records.
12 The iife and times of Anthony Wood, antiquary, of Oxford, 1632-1695, described by himself / other papers by Andrew Clark
Cromwelliana transactions, 10 the Restoration.
14 The lives of the noble Grecians & Romans compared together / of the aforesaid Andrew Thevet
A short history of the life and death of the Act made the 35th of Elizabeth, cap. | by EW. 4 ¥
16| The New Testament of lesvs Christ Rhemes
An abridgement of Mr. Baxter's History of his life and times in 17117 = “" by Edmund Calamy.
anappendix. ” i i A
) An historical disquisition concerning the knowledge which the ancients had of India Teligious institutions, of the Indians / Majesty for Scotiand
) Anarchia anglicana: or, The history of independency. part 3
1 Paradise regain'd Agonistes. The author John Milton
Miscellanies in prose and verse / By Willam King.
The oceana of James Harrington Esq and his other works government
i 1o the year 1710 = > = in a letter from herself to My Lord ~

Figurel7. Detail of the spreadsheetcontaining the MARCdata for all Emmerson Collection items at SLV.
Note thefields: 100a (Personal Name), 245a (Title Statement), 245b (Remainder of Title), 245c¢

(Statement of responsibility, etc.), as well as the redundant fields.

Emmerson Facets (SLV Data)
Author « Title « Subject » Person
Grouping by SLV Person

Show: ~| Sort by: ~| Search:

Charles King of England, 1600-
1649

Charles King of England, 1630-1685 Fairfax, Thomas Fairfax, Baron, 1612-1671

Cromwell, Oliver, 1599-1658 James King of England, 1566-1625 Gauden, John, 1605-1662

James King of England, 1633-1701 Laud, William, 1573-1645 Rupert, Prince, Count Palatine, 1619-1682

Strafford, Thomas Wentworth, Earl of, 1593-1641 Milton, John, 1608-1674 Marshall, William, active 1617-1650, engraver
Shaftesbury, Anthony Ashley Cooper, Earl of, 1621-1683 Prynne, William, 1600-1669 Dryden, John, 1631-1700 Barker, Robert, -1645, printer
Essex, Robert Devereux, Earl of, 1591-1646 Henrietta Maria, Queen, consort of Charles I, King of England, 1609-1669 Pym, John, 1584-1643

Hobbes, Thomas, 1588-1679 Marshall, William, active 1617-1650 Rushworth, John, 1612?-1690, annotator Albemarle, George Monck, Duke of, 1608-1670
William King of England, 1650-1702 Browne, Thomas, Sir, 1605-1682 Hotham, John, Sir, 1589-1645 Monmouth, James Scott, Duke of, 1649-1685

Henry Frederick, Prince of Wales, 1594-1612 Hopkins, John, -1570 Elizabeth Queen of England, 1533-1603 White, Robert, 1645-1703, engraver

Figurel8IOWE #1 WUt 6 YqWY n Wi 6 RqlJd ¢ 5 kK Enbdiersan Baleptior MARC dptd.l 'n ¢ HIJWHAHC t
Note therelevance ofh 9 6 ¢ | @ It LlandR DE0MNYZnMidEke ibliection.
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look towards and improve access to existing knowledge, and thus began by analysing what
contextual information was already available in the SLV records and how it wasrfoatted.? As
mentioned, contextual information is often listed in the freetext notes field of a library or object
record. In line with MARC and other metadata formatting standards, however, the descriptive
metadata of library records typically focuses on bibliograpic titles (i.e., texts) rather than the
items or objects that carry these texts. For instance, there are two copies éfistorical
Memoires of the Life and Death of that Wise and Valiant Prince, Rupert, Prince Palatine of the
Rhinein the SLV collection,yet they fall under one title record for the edition to which they both
AudyYOonow #EYI T RUNWqY WS JWUYqdt WnRWJGT Wn Yl W6 R W L
was once owned by the prominent author, gardener and book collector John Evelyn (1620
1706),5 6 R4 W W6 Wt WHYUOT WARYG! Ws ¢t WYs 0T WA! WEGG I+ YUKt
Jensen (19222006). While the overall record lists Evelyn as a former owndsee fig. 19)as just
outlined, this is not entirely accurate: he is the former owner abne copy. Through the ontology
FRBRoo, which | discuss further below, this could be made explicit: the text for the 1683 edition
of Historical Memoireswould be considered a SelContained Expression (F23) that is carried
by (P128y RAREEMM 2015/3fF5 Item) ang carried by (P128y RAREEMM 116/18tem F5)
In turn, RAREEMM 2015/3@item F5y has former or current owner (P5%) Bent JuelJensen
(E21 Person) whillRAREEMM 116/18-5 Itemy has former or current owner (P52%) John
Evelyn (E21 Person).

2 Jones,Artefacts, Archives, and Documentation 6.
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Details

Title Historical memoires of the life and death of that wise and valiant prince, Rupert, Prince Palatine of the
Rhine, Duke of Cumberland, &c. Containing a brief but impartial account of his great and martial
atchievements, during the time of the civil wars: together with his several ingagements in the wars between
His Majesty and the States-General of the United Provinces. Entred according to order.

Contributor(s) Evelyn, John, 1620-1706, former owner.

Publisher London : Printed for Tho. Malthus, at the sign of the Sun in the Poultry
Date 1683.

Description [16], 80 p., 1 leaf of plates : port. ; 18 cm. (8vo)

Copyright statement This work is out of copyright
No copyright restrictions apply

Access conditions Read by appointment in staff area.

State Library notes « Selected pages from this item have been digitised.
« John Emmerson Collection (773); (2015/37)
« Provenance: (773) John Evelyn jnr. (with his signature); John Evelyn (1620-1706) press mark "13 Neptun"
in Evelyn's hand; Christies 1-12-77 (761) CTA
« Provenance: (2015/37) Bent Juel-Jensen (Ownership label); Robert S Pirie (Bookplate); Sotheby's (Pirie
Sale, 707) Dec. 2015.
« Binding: (773) Contemporary calf.
«» Binding: (2015/37) Contemporary calf.

Figure19. Detail of title record for Historical Memoires of the Life and Death of that Wise and Valiant

Prince, Rupert, Prince Palatine of the Rhin&SLV catalogueNote John Evelyn is listed as a former owner.

While it quickly became apparent that the information in the MARC notes field would
only take me so far, what was available provided the impetus for further research: Why did John
Evelyn own a copy of a book about Prince Rupert? Basic investigation revahtbat Evelyn was
a Royalist who lived during the same time as Prince Rupert. Not only that but the two men were
5 J00WEHNe e RUqUT Awe U7 Wagd IR WaWWgqROUNt wel 3wl IeyYe Oqlk
information is captured in the notes field, nonegheless the MARC records formed the
foundation on which | began to buildvhat Jones termsh 5 IJHt WY n &G 3¢ URUNK 1O

Choosing the Ontology

The CIDOC CRM is one of the most established ontologies within cultural heritage. In 2006 it

was recognised as an official ISO standard and, since its inception, it has been used in a variety

of documentation-focused cultural heritage projects. Given the gatus of the CIDOC CRM, the

breadth of research on it and resources for learning it, and its focus on mapping historical

context, it presented as a natural choice for our experiment with creating modelled instances

as curatorial practice for exhibitionrmaking. Furthermore, the target of the CIDOC CRM
HYOGUUWaGUWUqUT W6 JWGI YTUHqWqUe Gkt WRUqUI Ut quWRUWq6 1JU
fOT 33T AWl Wt GRaqUWe RARUNWQY WBG! YO YaqUWwe Wt ¢l 3T we 0T L

that is, information across cultural institutions, the CIDOC CRM is closely aligned with museum

3 Jones,Artefacts, Archives, and Documentation 2.
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documentation and material culture.* For this reason, extensions to and harmonisations with
the CIDOC CRM, such as FRBRoo, have been developed to support research and

documentation in specialised fields.

FRBRoo, which stands for Functional Requirements for Bibliographic Records object
YI RIUqUT Wa YT yoAWmAe Gael Wt wWe UT wl WG 3t 30qt Waséwe 0T
RUN Y 0°%tquidé bnithe FRBR (Functional Requirements for Bibliographic Records)
model, which was developed by the International Federation of Library Associations and
f Ut qRaea qRYUY Weif [ x b Wet Wew YAEYAGGWUT ¢ qRYULWba VYW 13t g
concepaie ¢ O Wt ql 2 AHgel JWYn ARRBROS hainionjsRsYFRBIR wilh theCIDETI t O
9A~WgYWnecHRRIRQE qUWmqé JWRUqUINI ¢ qRYUAWGWT ReqRYUALWEe
RUN Y GcToeRCIDOGARM forms the basis of FRBRoo and can therefore be used in
conjunction with the latter. As such, despite approaching the Emmerson Collection from a
material culture framework, we used elements from FRBRoo to give greater specificity to some
ofoul Wa VYT PWGaWT WRUt q¢ UHY IOW[ YI WU+F¢c GGOUAWs JWHe Gael UI
Mercurius Britanicusk W¢ + We UWh [ OMWA2 HIiRA¢ qRYUWE2 W Uqk Wl ¢ q6 131 L
E 2 1J tHywek@r, we also found that oftentimes the FRBRoo classes were too specific and
b GURRCGCORY DT WnVYl WYel WGel GYt It oW Y1 WRUt q¢c URUAWR] P U
GeT WS ATWUHRaKk We OT WRUAG2T I3t WHGE! + RACTWYATWHH We Gl R
etc.) that carry a F24 Publication Expression and were produced by an industrial process
RU2VYa2RUNWe UW[ OW~ ¢ U RThud}irsthisinBahck|bAdksYare zekepti for wBad FOn
conceptual material they carry (i.e. text and images). But are books, particularly rare books,
only carriers? What of the events they have witnessed; the activities and customs they have
been used for; the hands they have passed through? Through this process of questioning our
categorisation of entities related to the Emmerson Collection, we often reverted to more
general CIDOC CRM classes.

‘rbe YO D UT W9 f m@rddithal Sofhmittee for Documentation, accessed June 15, 2025,

https://www.cidoc -crm.org.

5 International Working Group on FRBR and CIDOC CRM Harmonisati@egfinition of FRBROO: A

Conceptual Model for Bibliographic Information in ObjectOriented Formalism(International Federation

of Library Associations and Institutions, 2015)2.4:10, https://www.ifla.org/wp -
content/uploads/2019/05/assets/cataloguing/FRBRoo/frbroo_v_2.4.pdf

Sr89x9WAINY Uel AW HqR2RqRIJY We UT Wf [ x kit W[ e 9@ YUc 0 WA e F
accessed July 25, 2025https://www.oclc.org/research/activities/fror.html .

" International Working Group on FRBR and CIDOC CRM Harmonisati@gfinition of FRBROO10.

SENIWWAYT 5 Dda WI0d i@ OBAIMAF ¢ Awlld qaqGt aooHI! YUT q61JHY YT 1Ot 02K
publication -of-the-newsbook-mercurius-britanicus.

°Ibid., 48.
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Learning the Ontology

Now in its seventh version, the CIDOC CRM consists of 81 classes and 160 properties. Each

class and property is accompanied by a scope note that defines it. For classes, the scope note

outlines the common characteristics of all entities that fall within that class. For properties, it

describes what relationship can be made between two classes (a domain and a range). It is

essential to refer to the scope note for classes and properties, as their labels are not always an

accurate indicator of what they represJ Uq lOW[ Y I WRUt q¢ URWIALWq6 DWHGCEt + WE O
RUT R2RT zc¢tt WY!I WNI YeGt Awe UT W6 WG YGII q! Wh ANNLWSG ¢ T
heHQR2 WY WGEHt R2UIWGEI qRARGE qRYULWY n WRBIénaee UH I WY N

we can say that:

Y King Charles | (E39 Actoy) participated in (P11y The execution of Charles | (E5
Event)

When selecting a class and property to create a triple or instance, the aim is to go as far down

the classification hierarchy as possible,to minimise ambiguity. For example, E39 Actor is the

superclass of E21 Persog of which only individuals can belong and E5 Event is the

superclass of E7 Activity, which provide more granularity for certain events by defining these

ROt q¢ UHIJE LWE+ BV O et RV I#H ¢RIV W0 Y 2 o WA ! WED)I4Sape UH It WY n LL

Gl YGUI qRIJt Wedt YWGI Y2RT WA Y 13Wn e GreGid | gR alld YanlUhFEc! | | g

RUOWBIANNG Kk We UT WHY211 t WaéWWh ¢HqR2WWGE! qRARGE qRY U WY
HqR2Rq! k 1O

10]|COM/CIDOCDocumentation Standards Group/ CIDOC CRM Special Interest GrouDefinition of the
CIDOC Conceptual Reference Mode{International Council of Museums,2015), 6.2.1:48, https://cidoc -
crm.org/sites/default/files/cidoc_crm_version_6.2.1.pdf.

1bid., 6.

12]bid., 50.
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E39 Actor E5 Event
P11 Participated in

E21
Person
[ ) t’/
King Charles | The execution of
King Charles |

Figure20. Visualrepresentation of the CIDOC CRM clashierarchies and the relationship between two

entities via a property.Credit Mitchell Whitelaw.

One of the greatest challenges of creating modelled instances via the guidance of an
YOqYaVyYn! Wt ed6Wet W6 IWIF 289 W9 A~WRY WHEqUINYI Rt RUNDWY
properties of the ontology. Capturing the physicality and materiality of raredoks is particularly
complex, due to their various components. For example, copies in the Emmerson Collection of
the Eikon Basilikey the purported spiritual memoir of King Charles | which was published
immediately after his executiory #¢ | | | Wi R { 0 Kfamols-erablematic fibritigpiece
depicting King Charles | the night before his executiomhese frontispieces are entities of
interest in themselves and do not occur in every copy of théikon Basilike To trace and link the
frontispieces using the CIDOC CRM, one must differentiate them from the books they are
Hel | RIT WH! OWi 6 REWW6 WWAY Yt WRt We UWh-ENIGILAS H T B q & K08
While the same can arguably be said for the frorgpiece, we were less interested in the
materiality of the frontispiecey the paper that it is composed of and more interested in it as
animage. Thus, in addition to creating an instance for the frontispiece as a physical object, we
also needed to create oneén Y1 WRqW¢t We UWhEZYWI YURWDGqa COWSHTUHAQK !
This process allows us to link one iteration of the visual item to another via the below

statements:

Y RAREEMM 115/27 (E22 Humawade Objecty carries (P128y Frontispiece by
William Marshall depicting King Charles | before his execution (E36 Visual ltem)

Y Frontispiece by William Marshall depicting King Charles | before his execution (E36
Visual ltem)y is carried by (P128) RAREEMM 115/2 (E22 Humaade Object)
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Linked Data statements such as these can be stored in a database known as a triple
store, which can integrate data from diverse sources. This data is interoperable, and it can be
gueried to reveal more structured results than keyword searches. For examplene may search
nY!l Wheé o0 LEKEn®Badilikedd & duid ¢IILl | Wa 6 I Wn | Y U q Ekod Ragike) K WY | L
Ge HIRt 61T WRUWNIN®WaEcqWHe! | ! WaéWdWnl YUqRt GRIJHIIK IOU
research, however this is contingent orthe knowledge being modelled in a uniform manner and
centrally stored. Furthermore, for information retrieval purposes, it is important to
disambiguate each part of the triple statement from other concepts using Uniform Resource
Identifiers (URIs).For instance,the above examples of triple statements entities are labelled
using a string of text in the English languagdiowever, there are different ways to refer to the
text for Eikon Basilike including: Eikon Basilike Eikon Basilike: the portraictureof His Sacred
Majestie in his solitudes and sufferingsPortrait of the King etc. It should be noted that there
has also been more than one regicide. While URIs look like Uniform Resource Locators (URLS),
YOWaqswwerYOql ¢1 ! Waé 3! Wel Ywet BT WagYWRT JUqRN! Whqb RO
this reason, they are a urque string of characters that do not change, and ideally point to a
GRuc Ot WYnWwl Wal RI2ZRUNDWEY! JWRUNY!I deqRYUWeEAYe qllgé 1JWh
from name authority services, such as VIAF (Virtual International Authority File) or open

knowledge bases such as Wikidata.

Expanding the Webs of Meaning

As argued, the research and information produced and published by cultural institutions often

AHUOHRYG U W Rt AYUUWUHQIT We UT We Ut ql 2 Hae-exIstingOlf WHz2 RG q WY
curatorial work on the Emmerson Collectiory mostly in the form of exhibitian labelsy using

this existing knowledge to expand our Linked Data webs of meaning and document it in a more

durable form. For example, items from the collection had previously been on display as part of

Ex é k1t We UUe ¢cViotilbitide BooR Tn&IdbEISotLthis exhibition remain searchable on

Q6 WWx RAI ¢ 1 1 Kkt Ws WAt RaIJOW[ RNIOW=NWRY We UW*¢ & Ga WwWwyn L
Prince Rupert and his faithful dog, Boy. There are several entities and connections that can be

pulled from this text and converted into structured data:

Y Elisabeth Stuart (E21 Persory) participated in (P11y the wedding ofElizbeth Stuart
and Frederick V of the Palatinate (E7 Activity)

Y Elisabeth Stuart (E21 Persory) gave birth (P96) Prince Rupert of the Rhine, 17
December 1619 (E67 Birth)
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Y Prince Rupert of the Rhine, 17 December 1619 (E67 Birghbrought into existencey
Prince Rupert (E21 Person)

Y Prince Rupert (Person E2Y) performed (P17y Prince Rupert arriving in England in
1642 (Activity)

<

Prince Rupert arriving in England in 1642 (E7 Activityhas time-span (P4y 1642
(E52 TimeSpan)

<

1642 (E52 TimeSpan)y falls within (P10y 1642151 (E52 TimeSpan)

—<\

1642151 (E52 TimeSpan)y is time span of (P4y the English Civil War (E7 Activity)

—<\

The English Civil War (E7 Activity)contains (P10y the Battle of Brentford (E7
Activity)

—<\

The Battle of Brentford (E7 Activity) had participant (P11y Prince Rupert (E21
Person)

Y The Battle of Brentford (E7 Activity) motivated (P7y the publication of A True and
Perfect Relation of the Barbarous and Cruell Passages of the King's Army, at Old
Brainceford (F30 Publication Event)

Y Thepublication of A True andPerfect Relation of the Barbarousind Cruell Passages
of the King's Army, aOld Brainceford (F30 Publication Evenly brought into
existence (P99y RAREEMM 513/37 (E22 HumaWade Obiject)

Historical Memoires of the Life and Death of that
Wise and Valiant Prince, Rupert ...

London, printed for Tho[mas] Malthus, at the sign of
the Sun in the Poultry, 1683

John Emmerson Collection, RAREEMM 116/18

Prince Rupert was a native of Bohemia, where
Charles I's sister Elisabeth had married Frederick,
briefly the King of Bohemia. He arrived in England to
support his uncle in 1642, the year that the bitter
clashes between the monarch and his parliament
broke into prolonged conflict of the English Civil War.
A dashing, romantic figure with the long, flowing
locks of a cavalier, Rupert quickly won several key
battles for Charles, attracting admiration from the
royalists and the ire of parliamentarian pamphleteers
in London.

Figure21. Exhibition label forHistorical Memoires of the Life and Death of that Wise and Valiant Prince
Rupert, Prince Palatine of the RhinédRAREEMM 116/18) from the SLV exhibitigvorld of the Book
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The wording used for thesestatements can be confusing; it may seem redundant to say
gécaqlt YGUYUUWNE2WWHRI qéWect WGe! qWYnWe WARIT qdé AWY 1 WY
However, this example demonstrates how the meaning of entities and properties in the CIDOC
CRM is @ptured in their scope notes, not their labels. For instance, as mentioned, the scope
UYqUWnVYl W6 JWGI YGUI q! WANNWIGE! qRARGE qT WRUb W q¢ q
passive participation of instances of E39 Actors in an instance of E5 Evé@sThus, P11 is less
t GUARNRAWqS ¢ UWRANMNWHE! | RUT WYe qWA! WeiGWI nYI & T bk WF
Gl 3t WORWJIWYnWbs ¢t WS Wt WOqWe qbk AWwe U7 WRY Wad 3l InY!l Ju

involvement in the Battley he was neither the sole istigator, nor a passive observer.

The above example also demonstrates the centrality of events to the CIDOC CRM.
According toMartin Doerr andAthina Kritsotaki, eventcentric documentation provides a more
accurate representation of the life ofan object than objectfocused documentation, where
T YR20WUqe¢ qRYUWRY We UWmRUqUI Gl Dagec qRYUWYnWHz2Gaqel ¢dU
5 6 RASGWHc UWAIIWI 13t A#1 RAWVT WR U Hdad indiahck] & tibkAry fetbtdanbyllic UT WG|
Rt qligé IW! W3¢ | LN Paridtthay Butthls Yagksl domjelxt] 1885 in&ylbe thelll
publication date of that edition of the book, but Filmer possibly began writing the text as early
as 1620y he died in 1653 and the first edition oPatriarchawas published in 1680, after the
Restoration. We could trace each edition oPatriarchausing FRFRoo, however it was not our
aim to create an exhaustive database of titles related to the Emmerson Collection. Rather, we
sought to create a diverse network of context that would demonstrate to a generalidience the
RUnGe DURDWYnwWI2W0qt WwYOWEWAYYt Kkt WGl YT edqRYUAWe U7 U
space. This is key to our reasoning for choosing the CIDOC CRM on which to model our data, as
RalWeé At ql ¢Haqt WI21W0qt Wet Wbad REYIRA WEIBLYLE © IREEG (i RIC 16 4
historical network.* Thus, through the CIDOC CRM we can expand the dates associated with

Patriarchato begin to give them meaning:

Y Robert Filmer writing the text foPatriarcha (E7 Activityy hastime span (P4y c.
1620142 (E52 TimeSpan)

13 |COM/CIDOCDocumentation Standards Group / CIDOCCRM Special Interest GroupDefinition of the
CIDOCConceptual Reference Mode] 121.

1 Doerr and Kritsotaki,Documenting Events in Metadatathitips://cidoc -
crm.org/sites/default/files/Documenting%20Events%20in%20Metadata.pdf.

15 |bid.
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<

Robert Filmer writing the text foPatriarcha (E7 Activityy carried out by (P14y
Robert Filmer (E21 Person)

Robert Filmer (E21 Person) died in (P100y The death of Robert Filmer (E69 Death)

< =<

The death of Robert Filmer (E69 Death)has time span (P4y 1653 (E52 TimeSpan)

<

The death of Robert Filmer (E69 Death)occurs before (P120y The Restoration of
the monarchy in EnglandE7 Activity)

—<\

The Restoration of the monarchy in Englan(E7 Activityy has time span (P4y 1660

(E52 TimeSpan)

Y The Restoration of the monarchy in EnglanE7 Activityy influenced (P15y The
publication of the first edition of Patriarcha (F30 Publication Event)

Y The publication of the first edition ofPatriarcha (F30 Publication Eventy has time
span (P4y 1680 (E52 TimeSpan)

Y The publication of the first edition ofPatriarcha (F30 Publication Eventy occurs

after (P120y The death of Robert Filmer (E69 Death)

By abstracting these events, and teasing out each interaction using the CIDOC CRM, one can

Hl DeqUWIiRGRqOWUtt WHRYUqU+qgqecdWhOYT Ut Kk WaqVYWs 6 RAHSG WY q 6
CHt ql ¢cHqRUNDWAI RURID WAz GIJI q-¢éphnilbthBrlemtiedltRnlbe; Mkdd to W1J 2 13 0 q U
it:

<

The Birth of Prince Rupert (E67 Birth)has time span (P4y 1619 (E52 TimeSpan)

—<\

1619 (E52 TimeSpan) is time span of (P4y the election of Frederick V of the
Palatinate as King of Bohemia (E7 Activity)

<

The election of Frederick V of the Palatinate as King of Bohemia (E7 Activitizpd
participant (P11y Frederick V of the Palatinate (E21 Person)

Y Frederick V of the Palatinate (E21 Persop)participated in (P11y the marriage of
Frederick V of the Palatinate and Elisabeth Stuart (E7 Activity)

Y The marriage of Frederick V of the Palatinate and Elisabeth Stuart (E7 Actiyithiad
participant (P11y Elisabeth Stuart (E21 Person)

Y Elisabeth Stuart (E21 Personj gave birth (P96y Prince Rupert of the Rhine, 17
December 1619 (E67 Birth)

Y Frederick V of the Palatinate (E21 Persop)was father for (P97y Prince Rupert of
the Rhine, 17 December 1619 (E67 Birth)
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As the example shows, one challenge with this method is deciding when to stop
modelling. How large should the web grow? Theuratorial role of selection, outlined above,
HYGWt WRUqYWGG ¢! W6 3AWe 0T WEGG!I + YOkt wWys OWHYGOWHG
Ne RT RUNWGI RUARGOIUIOW + WeWHYGOaUHEqY!I AWEGGUII + YOW DHR
republished in response tothe great ¥ Gt RqRHC¢ G W2 I Uqt WY n LEg\GtHXMES NI 2 13 U q 1313 (
mind, | began exploratory modelling that is, modelling the data to develop a sense of the
collection. What transpired was a process of curatorial structuring, gathering, collecting, and
restructuring. If the MARC records listed a personinthg Y q 13t Wn RIJGT WY ! wWe Uw2 13U qU
title, this would inspire me to investigate further: How was John Evelyn related to Prince Rupert?
clUWYs UUT We WHYG! WYNWad JWG!I RUHNDK Y WARYNI ¢GG6! 6 W6 ¢ T La
more traditional curatorial research, in consulting primary sources and other collections. If we
TREHY2101 BT Wewl ¥BaWw2¢0quu2l0qAWAYqé Wags IJWhalwgRUNK U

were converted into structured data. For example, | found that

Y Prince Rupert demonstrating Mezzotint to John Evelyn (E7 Actiwtyis referred
to by (P67y the diary of John Evelyn (F22 Sdlfontained Expression)

As such, | wanted to create a trail of structured data to support mgesearch and context
building. The challenge was finding a suitable platform to create the structured data based on

the CIDOC CRM, ideally in a visual and manual way.

Choosing the platform: ResearchSpace

| first came across references to ResearchSpace in 2020 during my initial research into cultural

heritage Linked Data projects. By this stage, the system had been used in several projects

RURAG2T RUNLWaq 6 1J UéxhibiRon Rate ¢dkusaidndiverifiek abdiit by team members of

the project dedicated to its development?!’ Indeed, ResearchSpace is the outcome of several

distinctly funded phases of development, which werenitiated in response to a letter dated 25

August 2009, addressed to the Directors of the London National Museums, by the Andrew W.
~PNaavyoOwl YeUTl ¢ qRYUWGI Y GY HEAsMDHhcinidfOEai, IHERO aif Unl ¢t ql 2 F

BEGAWI + YOAWBNSDWEE! 6! WET eHecqRYUWY nWe W7 YYEt WOVYOGWHQY! AH
17 See for example, Dominic Oldmarand Diana TanaserReshaping the Knowledge Graph

A WO YOURHRqRUNDWAWLY D¢l HE6 I + AW? ¢ greinTod BertaAtic WebdIve 1J+ WR U WA 13t |
2018, ed. Dennyé | ¢ UT 1dl. @pridgirgr018) https://doi.org/10.1007/978-3-030-00668-6_20.; and

Stephanie Santschi, iMapping Late Hokusai Research: Digitizing and Publishing Bilingual Research

Datad Bigital Studies12, no.1(2022),https://doi.org/10.16995/dscn.8079.

g2 | WEIWAIDH 1J¢ |, BboeBSEXIERS5, 2025https://researchspace.org/history/ .
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ResearchSpace explains, then Y 2 UT ¢ pooR0gitibk was born from itssfrustration with, and
interest in, digital humanitiesG | Y T 13t éptindafion had funded several digital projects led
by universities and cultural heritage organisations that resulted in data repositories not easily
reusable by others!® These repositories usedrtechnical infrastructures that employed different
me2VYel t WYNWI ¢qeHet DWqUH6UYGYN! Ws 6 RAG Wa oroe W RT Uk g
sustainable forms of scholarly communication that the Mellon Foundation sought#
Furthermore, it became apparent to thefoundation that, in terms of data models, the digital
projects it had funded reither slotted into a traditional catalogue publishing model and were
more about digitisation, or employed processes too reliant on particular software andata
models which were impossible to share and build upoH3# hus, as Oldman argues, the
NResearchSpace project started life investigating one thing: the structure and form of data in

digital environmentstG#

With this focus on data, the ResearchSpace project team envisioned that the system
sYell WeAYURWDUq! ¢cqWyUOW WGe!l ¢qRUNWq6 W WGUIUOT 3UH! U
x ROt 3T W?2¢aqellct Wels ¢! WYnwWl WG 13tAASappoted i G G Wl 136132 ¢ C
gl ¢l RqRYUc¢cOWI ¢qcHet Dt AWsal A ¢cUWHNGRI2JT Wabc¢aqllt 2 HG
b H6YOCel 0! W 2t q¢c RUCHRORq! wllqYWmwedaYs WGI YTUHqt Ws Raq
authored and presented in multiple ways but which were naturdy compatible, not through
b Ynagscl JWYI W2YHEHaGe !l RIJI #ATds thielbbjextivés BfahB 6 & Wa | 2 WY U q
ResearchSpacesystemy its focus on knowledge sharing through ontologies, and support for
context-building through multiple (curatorial) perspectives reflected the themes of my

research. It therefore seemed fitting that | further investigate its functionalities.

At D¢l HEEGE #HIJKk 1 Wt 1J! WMags; Speantit iNaidéativas, lHnd Unvaged 13T 1013 LW
Graph Authoringy semantic tools that can be used torereate, manipulate, analyse and

visualise datalKnowledge Mapsare a canvas for visualising and semantically enriching

1 Dominic Oldman,/b? RNDRa ¢ O WAt D¢l A AWq6 DWx IN¢EH! WYnW[ YI dwe Ul WEq
System,Hiblinformation and Knowledge Organisation in Digital Humanitiegd. Koraljka Golub and Ying

Hsang Liu Routledge, 2023, 144, https://doi.org/10.4324/9781003131816-7.

20 |bid.

2 |bid.

2 |bid., 145.

2 bid.

24 1bid.

BRENGCUqRHAWQY YOt AoediskdlIuid2s)2606,E G¢ H1J A LW

https://researchspace.org/semantic -tools/ .

129


https://doi.org/10.4324/9781003131816-7
https://researchspace.org/semantic-tools/

existing or new data. Through the Knowledge Map function, Linked Data triples are represented
in & network of meaningfull 1 G ¢ apRidh@anmeapture the different ways in which events,
actors, and things connect and relate across time and spadé€¥fsThetriple statements authored

or presented within the KnowledgeMap can be downloaded as a CS¥ile. Entities are
represented by cards that reflect CIDOC CRM entity types, and link together via relevant CIDOC
CRM properties. Each entity card is identified by a unique URI and can be configured to include
a representational image as well as a label and ber identifying data. As Knowledge Maps are
based on the logic of the CIDOC CRM, users can expand the map based on automated
reasoning. However by the same token, because the ontologies are designed to reflect the way
that people thinky moreso than databasesA Ls 6 uRdéadtifitial categories responsible for
narrowing what can be said about thes Y | ¥i growing that Knowledge Map still cruciallyelies

2 GY tblHbmerative human thinking and creativityGfs

Entity cards and triple networks captured in Knowledge Maps can also be incorporated
RUq Y WA 13t 1J¢Semantie Garrktietfdaturey an interactive document that supports the
presentation of dynamic data alongside text. Conversely, the Image Graph Authoring feature
allows users to create entities from sections of higkresolution files, as well as link and
visualise them within a Knowledge Map. While these features were of interest to me, the
features of the Knowledge Map support the creation and visualisation of Linked Data tiple

statements presented as a natural starting point for my experiments with Resear8pace.

Experimenting

| began by downloading and running a local version of the systgmavailable via the
ResearchSpace website. After overcoming some issues with setup, | soon realiséuhat | would
need assistance with configuring the system to suit my needs; in my local version there was no
option to create entities in the Knowledge Map via a list of CIDOC CRM typés a workaround

| generated entities bybranching them off a preloaded entity card for Leonardo da Vinici (fig.
22). Furthermore, no data was present in the CSV exports of my Knowledge Maps (88); my
entity cards did not display my notes (fig24); and | was unable to edit an entity via the
Knowledge Mapor override the system-generated URI for each entityfig. 25) As such, in June
2021, | reached out to Dominic Oldman for assistance with configuring the systenme

generously replied with an offer to meet viaideo call. This was the beginning of more than two

26 tWhat is a Knowledge graph®ResearchSpace,accessed July25, 2025,
https://researchspace.org/knowledge-graph-and-patterns/
27 1bid.
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PGt RWs Y qéWYnWEWIWqRUNE We UOT WHYU2WJ1+ ¢ qRY UL Ws Raé6 L

nYl Wa! WGl YTUHqOW WeaWI+aql WaKWG! WNI ¢qWnedWnyY!l Wsarl &

o

of assistance is too great to detail in full here, however, ovehe course of the rest of this

chapter, | provide snapshots of some of the configuration hurdles Oldman assisted me with.

— Establish New Connection

o Q Searchfo
or create new entity
Entity Type
Select entity type
C‘?‘ @ Required.
Link Type

New Entity

A \ Y

Select link type

Required.

&

& PERSON

carried out by———>

-

Leonardo da Vinc

Figure22.7 ! WT | ¢ PNRUNWaq 6 WWGI Y GlVingj éntity) IGvaseallel thlHReBitd Adwentiti¥sd Wa 6 1J WT ¢

related to the Emmerson Collection.

i Eikon Basilike &
oo
M 125% v
View Zoom
myDiag
s po

KNOWLEDGE MAP July 19,2021 4:49 PM K 3
myDiagramEntities (10)
2 B8 & @ o
Insert Table Graph Text Shape Media Comment Collaborate

Figure23. The data present within Knowledge Maps can be downloaded in a CSV formadwever, my

exported files were empty.
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Survey of London
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Figure24. Entity card with no notes displayed. Notes should appear when the dropdown arrow is

selected.

> Details

Home / 266222116

It seems that no entity with [RI
"http://viaf.org/viaf/266222116"
in any subject, predicate or object
position is known in the knowledge
graph. Also no static application page
with this identifier can be found.

Click on the edit button (¢*) in the top
right of this page (only visibile if the
respective ACL permissions are being
granted to you) to create a new, static
application page with this identifier.

Figure25. Screenshot of the erromessage | would receive when creating a new entitand in attempting

to override the suggested URI with another
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During our initial discussions, Oldman suggested | investigate the possibility of ANU
hosting my version of ResearchSpace. This would make it easier for him to assist with
configurating the system, and, if made public, enable external users access to theath |
created via the system. With the support of Whitelaw, | placed a request for server space with
g6 DWOUR21I + Ra! kt Wf NWT WG¢!l qaUqHoWi 6 RGO VW Ws ¢ RaJT LWn
locally-run version of the system, and met with Oldman ragarly to discuss configuration and
Q6 Wt 't qUakt WRUNI ¢t ql erqgel DOW~! WI+FGUI RGWVIUqt Ws Rad
using the system brought into question the type of data and how much of it | wanted to create.
Generating these early iteratns of my Knowledge Maps also tested my understanding of the
CIDOC CRM,; as | began manually converting the available data in the catalogue records to
triple statements, | quickly realised how arduous and unnecessary it would be to expand every
relevant MARC field. For instance, in line with the scope notes for the CIDOC CRM classes and
Gl YGIUI qRIJt AlWs Y6 ULW] | RR thd WH FRAREE BN 12218 WdHE | RUqRUN LW

expressed as such:

Y PrintingE Rt d U IOTRARBEMM 120/8) (E12 Production Event)
Y P14 carried out by (performedy John Grismond (E39 Actoy)
0 P14.1inthe rolg Printer (E55 Type)

T GRUONWIEG!I Wt t RUDW] I RGYUT k+ Wl Yawwet wél RUqUII WROWt e
statements to be attached to each entity, alone it does not provide any more context than what

the MARC record does. Furthermore, my version of ResearchSpace wad gonfigured to

3Gl Wt t W6 WWh Gl YGWI q! WYnWE WG YGIII q! k Wh ANMNIONLWR U Wa
by providing me with a new ontology file which | uploaded to the system (see fig. 26). The

process of modelling from the MARC records, howear, along with the task of configuring the

system, reiterated that | needed to look outside the information contained in the MARC records

qYUWal 2d! WAWNROWqY WY+ GeUT WaéWWhs WAL WY nwa e URONK We
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Figure26. A1 G 13t 13U q ¢ q R Y U W dtelihspihting REREEMMILF2/8 Imodelled to the CIDOC

CRM and visualised in ReserarchSpace.

By this stage, the scholars on the team had yet to view many of their collection items of
interest due to lockdowns; thus, their research outputs were delayed. Paul Salzman, however,
had published introductory texts to the collection forThe Conversationand The Library(by this
stage unpublished), as well as blog posts, and Anna Welch Hawritten numerous labels for
Emmerson Collection items for the annual SLV exhibition)Vorld of the Book These texts
provided contextual information which could be convered into triple statements. Furthermore,
the team was conscious from the outset that only a small selection from the collection would
AW RNRaRt BT WnY!l WS WWI+*6RARQRY U6 WS WUHNWGE WLWE GGE
as people and places withn the site. Thus, despite the lack of access to the physical collection,
| had plenty of resources to jump start my experiment with data modelling as curatorial
Gl ¢cHQRHAIWIOW[ YI WI+¢ 8 GINAWRUWGS Rt WAHGYNWGYt quWh AYAI qU
describes copies of this seminal text in the Emmerson Collection, focusing on their bindings,
nl YUqRt GRUAIDt AWec UT WG ¢l DRUcCTORC OWe WWE Gt WiHatRa 2 ¢ a3t U

of early seventeenth century Europe, a time of political crises,lpgues, and illnesses?

! Paul Salzmany Robert Burton,iThe Anatomy of Melancholyd #higlCentre forEarly Modern Studies,
November 17, 2021, https://emmersoncollection.cems.anu.edu.au/2021/11/robert -burton-the-
anatomy-of-melancholy/.
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caqel ¢! AWle ARG WY NnWaqd W Wgé¢ RaWe Ul WU0ecURVDWYNWEE O A
structured data, particularly when guided by an eventdased ontology. For instance, the
sentiment in the following sentence can only be expressed inwordsg 2 | qq YUk + Wt WUt DWa6 ¢
world is bursting with almost an excess of information seems all too familia€fslowever, many
BUqRqRIJt Wel JWEWUqRYUWT WRUWEcCGAGeUKY WAHGYNt Allgéet U
GRUcURUNWRUWAWYE Wel HEGEGe HIDWA! WRT WUqRN! ROUNWq6 13t 3widC
to link to other entities (see fig. 27). For example, | converted 8aA G ¢ Uk + Wt DU qUUHRIIA WMWY &
q6 WGt Wl YU! WY NnW?2WaYHEI Raget WsaURY!I awl WInyal 3O0RRONU
to the triples:

Y Robert Burton (persony participated iny Robert Burton assigning himself the alias
h?2RGYHI Raget WsaURY! kWbl qql RAzqlW ++ RNDUGWUQgsb
Y AYAWI quw7eal qYOwet +t RODORUNWERGY WinWaé IWe G REt Wh

y was influenced byy Demacritus (person)

2 |bid.
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Figure27. An early experiment with creating triples in a ResearchSpadénowledge Map the entities and

the relations between them were based on text from a blog post by Paul Salzman on Robere | q Y Uk + WN G 1J LU

Anatomy of Melancholy.

Configuring

As mentioned, in addition to assisting with configuring the system, Oldman also explained the

infrastructure of the system during our meetings. For instance, the Knowledge Patterns

catalogue dictates which properties appear as an option in the Knowledge Nda. For example,
MRNDIOW=Y Wt 6Yst W YGWWYNWqSWWnRIJGT + WnY!l W6 W f 2 §9 W9
el | JOquWys Ol KWet Waél! WeeeWel WRUWaq6 IWu UVYs aldl niJwA
huUYs GOl DUW~¢ Gk WS¢t WARWULWET fopeityliddl bppeaddstanqdddh Y | | A WG 1
s600WI ROt RUNWI WiW2¢UquWIUqRqRIIY WROWqSWWuUOYs G137 nu

entry in the Knowledge Pattern catalogue, then the property will not appear in the KM. This
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prevents unwanted properties from overcrowding the hking options in the Kowledge Maps As

such, the user must configure the Knowledge Pattern catalogue to their needs. Through

§0T Gc¢cUbt kWNeRT ¢URWVAWS Ws ¢t WeHIGWWgYWaet JWAet REWRY C
updated the system to enable the CSV export of my Knowledge Map data¢dey. 29). However,

within my locally run version of ResearchSpace, | was unable to update the systegenerated

URIs for each entity, and it was unclear whether the da | had created in this version of the

system could be transferred to the webhosted version.

hat friiheren oder derzeitigen Besitzer Select... ¥ x
has former or current owner en v %
Identifier* @&

This property identifies the E39 Actor that is or has been the legal owner (i.e. title holder) of an instance of E18

Physical Thing at some time.

The distinction with P52 has current owner (is current owner of) is that P51 has former or current owner (is
Description former or current owner of) does not indicate whether the specified owners are current. P51 has former or 5

current owner (is former or current owner of) is a shortcut for the more detailed path from E18 Physical Thing

through P24 transferred title of (changed ownership through), E8 Acquisition, P23 transferred title from

(surrendered title through), or P22 transferred title to (acquired title through) to E39 Actor.

Categories KNOWLEDGE MAP X N

Domains http://www.cidoc-crm.org/cidoc-crm/E18_Physical_Thing x
+Add domain

XSD Datatype xsd:anyURI v %

Ranges http://www.cidoc-crm.org/cidoc-crm/E39_Actor x
+Add range

Figure28. ER I DUt 6 YqWYn Wt YOGWWYnWagd8IWnRIGT + W WaecqRUNWqY Wad I

they appear in the Knowledge Pattern catalogue in ResearchSpace.
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Production of
"Vitruvian man'

carried out by

Leonardo da Vinci

http://www.researchspace.org/reso
urce/E22_Man-
Made_Object/6a78alc7 -e83d-44fa-
81a0-616940a371f7

http://www.cidoc -
crm.org/cidoc-
crm/P108i_was_produced |

by

http://www.researchspace.org/resource/E
12_Production/d43224e70e4c-42b7-
9efl-89e 1ff46ff01

VVitruvian man

\was produced
by

Production of
'Vitruvian man'

http://www.researchspace.org/reso  |http://www.cidoc - http://www.researchspace.org/resource/E|Text for Eikon |is carried by |Eikon Basilike
urce/E33_Linguistic_Object/4a5bae6 |crm.org/cidoc- 22 ManMade_Object/a2dba03%#4d7c- |Basilike
9-elab-45a4-998b-ebf72151bebf crm/P128i _is_carried_by |4a6l-aa0d-bc20472f1204
http://www.researchspace.org/reso  |http://www.cidoc - http://www.researchspace.org/resource/E|Text for Eikon |is carried by |Eikon Basilike
urce/E33_Linguistic_Object/4a5bae6 |crm.org/cidoc- 22_ManMade_Object/a2dba0374d7c- |Basilike
9-elab-45a4-998b-ebf72151bebf crm/P128i_is_carried_by |4a61-aa0d-bc20472f1204
http://www.researchspace.org/reso  |http://www.cidoc - http://www.researchspace.org/resource/E|Printing the Eikonbrought into  |Eikon Basilike
urce/E12_Production/9b933c8f - crm.org/cidoc- 22 _ManMade_Object/a2dba037#4d7c- |Basilike existence
86ed-4527-8801-1841307d943f crm/P92_brought_into_exig4a61-aa0d-bc20472f1204

tence
http://www.researchspace.org/reso  |http://www.cidoc - http://www.researchspace.org/resource/E|Printing the Eikonbrought into  |Eikon Basilike
urce/E12_Production/9b933c8f - crm.org/cidoc- 22 ManMade_Object/a2dba03%#4d7c- |Basilike existence
86ed-4527-8801-1841307d943f crm/P92_brought_into_exis4a61-aa0d-bc20472f1204

tence
http://www.researchspace.org/reso  |http://www.cidoc - http://www.researchspace.org/resource/E |Eikdn basilikt. :  |identifies Eikon Basilike

urce/E41_Appellation/45979ee5 -
ddf0-4950-a049-c6d0d0a54b91

crm.org/cidoc-
crm/P1li_identifies

22_ManMade_Object/a2dba0374d7c-
4a61-aa0d-bc20472f1204

the pourtraicture
of his sacred

majesty in his

Figure29. CSVdata exportedfrom an earlyversion of my ResearchSpac&nowledgeMaps.
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Troubleshooting

71 WAEqUW?2 IRIPJAGAN]I W=M=NAW Owé el WeaayYHeqUIT W 31 2131 U
department was able to install thesystem.f LW¢ G W+ gl G WG! WNI ¢qlne G Wn Yl Wx
installing the system and support with troubleshooting and maintaining itIndeed, the ANU

hosted version of ResearchSpace required extensive configuration and troubleshooting.

Crucially, the Knowledge Magfeature would not load (see fig. 30), nor did it appear as an option

in the Knowledge Patterns catalogue (see fig. 31). Furthermore, entity images would not display

regardless of whether | uploaded them locally or linked them via a Wikimedia URleésfig. 32).

Oldman informed me that a step was missing in the installation. Unfortunately, by April 2022,

Oldman and his colleagues were unable to locate the issue problem through the applications,

b Y W6 Wl Whe 13t ql37 We #HEIIE + Wa WHispidvddhd | Béganithe peabesiRaf] 6 LWx 2 K + U
YI NncUORt RUNWEHHDE + WnYIl W8GT G ¢ UWBRMappB21DIHOAN R 1J] + Ra! K
access to the server, but his auxiliary account did not have the appropriate permissions to

access the ResearchSpace docker sysl 0 HOWf Ulls 2 U WIS G 1 @ranied fulldecesst Y e U q s ¢
and he was able to fix the installation issue that was preventing the Knowledge Maps and

images from displaying in the system.

Q 2=

Search Frame Dashboard

ResearchSpace

frame77 frame78 x

A Error occurred! Click to see more details.

Clipboard

<rs-metadata-from-fields>: missing type field <http://www.w3.0rg/1999/02/22-rdf-syntax-ns#type>

Figure30. Screenshot of my webhosted version of ResearchSpace, January 2022. The Knowledge Map

feature would not display.
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Categories P17y
Domains

XSD Datatype

Ranges

Min. Cardinality

Max. Cardinality
Cancel

Order

Figure31. Screenshot of my webhosted version of ResearchSpace, January 2022. The Knowledge Map

feature did not present as an option in the Knowledge Pattern catalogue.

Add | 9¢32b475-7a53-
A 40ec-85dc-
Error 3e7dee976¢73

'mages occurred!
Click Conyresource IRl

to
Q ‘ - see
) more
details.

Eal DIGITAL IMAGE ka8l DIGITAL IMAGE k&l DIGITAL IMAGE
Image

is
A Error A Error A Error e

occurred! Click to occurred! Click to occurred! Click to accessible,

see more details. see more details. see more details. probably
invalid
URL,
CORS

or
17ae5561-c06f-48f7-8b8d- faffofdb-d453-4fc5-abbs- 9¢32b475-7a53-40ec-85dc- mixed

3449527d412f 67e18e5d4 3e7d 76¢73
527d4 ec567e18e! e7dee976¢ content

error
(loading
HTTP
resource
from
HTTPS
context)!

Figure32. Screenshot of my webhosted version of ResearchSpace, January 2022. Entity images would

not display.
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Scoping

While | was working with Oldman to configure and troubleshoot ResearchSpace, the project

quc¢tWs ¢t WaNWgqRUNWI K¥NadGel ! WaYW Rt Hett Wq63WnyYl ¢ q
research and insights into the collection. It was decided that, in order to coplement the

datasets | was creating and vice versa, each team member would draft a curatorial story related

to their research for inclusion in the exhibition. To appeal to a general audience, the team would

write these stories in a stylemodelled on physical exhibition labels on a range of themes related

to the collection. The final seven stories drafted by the team were as follows:

NIOWh~¢ct RUNDW7 YYtt k W YUW@6WWGeqdl ReGRa! WYnweUOT L
Welch;

ZOWh Ot RUNW7YYtt k WeYOWGE! DRUCTGREAWAY YL GUc qldt Al
Rosalind Smith;
ORWhIYUIWNHqRUNDW7 YYtt K W YUWs YSUWEGG I+ YULWE We L
NMOWhUuRGIRUNDWE JWu RUNK WerYULW@6 IWal ReaWe UT W+ IH:
Ross;

PHOWhf qkt W YqWE¢t ! W7 DRUNWA2 JUUK WeYULW@6 WG R2 13t L
by Trisha Pender and Anna Welch;

Stowh N6 WWAIT RUARUDWE UT We RY WAYYT Gk W YOWAI RURIJWA 2
Anna Welch;

THOWhNRGIUE WYNnW9!l Rt Rt k WetYOWGR2RUNWa61 Y2 N6 WG ¢ Ne

Salzman.

T 6ROVWs ¢cRqRUNWNY!I WGl G¢ Ukt WeHAIIE T WY Wad W 131 3
Paul Salzman, Rosalind Smith, and Trisha Pender. These stories were an invaluable resource for
my context-building through data; | created modelled instances based othe entities
mentioned in the texts, which allowed me to map and connect each story. The Linkage Project
team was composed of scholars, researchers and curators with varied approaches towards
framing the collection; thus, modelling enabled me to visualiseand structure where their
interests overlap. However, it also highlighted that | would need assistance from the team with
identifying links between the stories. Indeed, at the beginning of my project, | hypothesised that
the processes of modelling data anl story text would reveal links between entities, which would
then form the basis of curatorial narratives. In many cases, however, there were no direct

Y2l 6¢Gt WAWgs WIOWIUqRqRIJE WGT Wt WOqWRUWa S WWaé Gkt L
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marginalia mentions several unique examples of signatures from former owners of Emmerson
OYUUdWHqRYUWRqUG IOWI 6 ROGWDWq6 13t JW RNUcaqel It Wel DwWUYaq
text on Collectors mentions John Evelyn, who was known to sign the bookshis collection. As

such, in this instance, the two stories can be connected by a general theme of book ownership

and marginalia, rather than via directrecurringld UqRq R 1Jt HOWi Rq6 Wa 6 I Wall¢ Gkt We
identified more of these general themes. For exaple, Anna Welch intended to write about

engravings and woodcuts in her text on making books, which could link to her other text on the

illustrated depictions of Prince Rupert and his dog, Boy. These general themes are difficult to

convert into Linked Data,as triples capture explicit relationships between two entities.

However, these themes providedt ez + Wna d W q¢l qRUNWGYRUqWnN Y WG Y1 1J LW
researchT | began to consult external texts, resources, and catalogue records, looking for other

itemt WY WIJUqRqRIJt Wa6c¢caqlls Yedl W 2GGY!l qgédt D6 3aldt U

story text.

In early 2021, Whitelaw and | worked together to refine the scope and outline of the
exhibition. | began by writing down my aims for the project, which were influenced by my
research into Linked Data and ontologies, specifically the CIDOC CRM, as well 3gpes of
online exhibitions the previous year. During this timethe other members of the project team
were also refining their focus on the collectiorr the specific items they were interested inand
the themes those items could represent for instance: Civil War, Regicide Marginalia, Women
authors/collectors, Provenance Materiality, Astrology. These themessuggestedby the project
team, demonstrate the richness and vastness of the collectionhowever, mnscious of the
limitations of being able to view the collection due to COVIEL9 lockdowns, the team decided
to select fifty items to focus on for the exhibition. As such, by this stage, my vision for the

exhibition was as follows:

A There would be a visualisation of the modelled data possibility in the form of a
knowledge graph (weby 10 q 131 T WY UWt 3! Waé 13a 13+ Wl 3d¢ qldl Wa
more depending on what information/connections are revealed through the model);

A N6IUDW2Rt 2¢ctRt ¢cqRYULWIs YedT WeddYsW2Rt RagY!l t WaVY W
production of the items in the Emmerson Collection, e.g., the Regicide (Eikon
Basilike) but also indirect events such as the birth of Charles |I;

A The data model will be based on the CIDOC Conceptual Reference Model (CRM);

A Thedata model will integrate collection data from other institutions, e.g. the British
Museum who are leaders in Linked Open Data for cultural heritage.
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Guided by these aims, Whitelaw and | sketched the form the data would take within the
digital exhibition. Throughout my experiments with data modelling as a form of curatorial
practice, | questioned how much data | would need to model in order to provide context to the
HYOGOURqRYUAWEY Ws DadWet Wad Wt #YGUWYn Wa 6 owpedl ¢ g ¢ 6 Wa
a guideline for where to begin. While the team was yet to view many of the items in the top 50
selection, we had access to the MARC records as IJ G G Wet Wi 6 R cs kt WRUqI ¢ H
on this data. Thus, our first sketches for the shape of the data in the digital exhibition investigate
how the interface could integrate both the MARC facets and Linked Data. As can be saetiig.
33, we envisioned that the user could navigate between the facets of records for the top 50 and
Linked Data knowledge graphs. Within the facets component, items could be grouped by item
title or volume etc., based on their MARC records, with the option for the user tmvigate out

from a record into a knowledge graph of people, places, events etc., as relevant to that item.

titles

| volumes Events,
C—J I actors,
C—1 - etc
1
A
7

[ }

[ V7 )

——7

{ A — | ! y
Modeling in

Top 50 CIDOC CRM ' J/ .

06

[ ) [ ] .

Figure33. Visualisation produced during exhibition scoping session.

This exercise led us to question how the relationship between data and text would be
captured. At this stage, | predicted that, as | modelled the MARC data, links between collection
items would become apparent, which would in turn form the basis of curataal text/stories.
Thus, in ournext sketch, fig.34, curatorial texts sit beyond the facets and modelled data, so too

does data/links to external collection items and scholarship. As such, these three
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componentsy data, text and linksy each provide the user with context, and yet they are

unlinked, thus operating in their own silos without a means for users to navigate between them.

Themes (CURATORIAL)

Events (DATA) REGICIDE

]
REGICIDE :l

O

Figure34. Visualisation produced during exhibition scoping session.

To address this, Whitelaw and | sketched how external records could be integrated into
the interface. These records would be included based on their relationship to Emmerson
Collection items. As this connection needed to be made explicit, it made sense tink external
records to Emmerson Collection records via Linked Data triples, allowing a user to navigate the
relationship between the two records via these triples. This exercise also prompted us to
consider how data relating to Emmerson Collection items not in the top 50 could be integrated
into the exhibition. As can be seerin fig. 35, we envisioned that entities in the knowledge graphs
would link out, via properties, to Emmerson Collection records faceted by MARC fields. For
instance, a former owner (person entity), featured in a knowledge graph related to provenance
would include a link out to a predefined search on the SLV catalogue that lists other Emmerson

material with that former owner.
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Figure35. Visualisation produced during exhibition scoping session.

Workshopping

That same month, the team met at State Library Victoria to workshop several aspects of the

Gl YTUHqOW? 2| RUNDWqSRt WaqRAIAW 6RaqUGes We U7 wWf waryYUOT e F
interface. The design sprint is a method commonly used in product design thatencompasses

business strategy, innovation,behavior science, and design thinkingOtbevelopedby Google

Venture employee Jake Knapp, the design sprint is a highly structured fiday process that

aims to reduce the amount of time between design and product launch. During these five days,

a team maps, sketches, prototypes andests a product. During our two days at thdibrary,

i 6RqUG¢s We UOT Wf WAY | Y5 13T Wet Ghidiedy hwidl divid¥doold inmedn@G k + LT 134
¢ Wt 131 RIMAMENWILK dUR &I R DRchieRSIpapé pEhBNIRMBHR Hbre &Ll

Firstly, we dedicated five minutes to writing down our goals for the online exhibition and
NI YeGUT WaqéWa WRUqYWnYel WHEqWNY! RIJt allh AJt W3¢l A6 WG Y
(Creatorsk This exercise helped us to refine our priorities as well as our key stakeholders.
Grouping the goals visually orbutchers paper pinned to a wall also highlighted that many of our
goals belong to more than one category, benefiting multiple stakeholders. Furthermore, this
GRNEGRNEqUT Wi 6 RqUGcs kt WeUT WG! Wt 6¢1 DT WNY¢cat Alls 6 RF
IO NC qaUD¥KRIBEWEt W A YUt ql ¢ qlll WRfig.LBey \WitAittRis ¢ N 1J WY n WY

I~¢l qrUW7 ¢ HE It Allbe Ys W W~¢T W6 1JW ¢ | 1J Mediif, iévendpedf Uq Y W9 Y U
23, 2021, https://medium.com/designsprints-studio/how-i-made-the-career-shift-into-consulting-and-
workshopping-24celdal22a?.
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category, two of my goals (pink Posit notes) are concerned with linking the collection together

2Re Wt qYI Rt WeUT W ¢qeAWet Ws WadWet WaRUt RUNWY 2 qllg YU
bl WGCcaqUl WéYsebk WeUT WhéRt 2cOBRYIRUGRNE & & ILLIWE HId Y ILLIG &R O B
i 6 RaJG¢s Kkt WN VY-it doted)relbtddtd Ining exAibitioroptories as well as to linking

ExélWl ¢cqclWoiqYNWUq61l We UT WgYWYeaqt RT IJW Yel #IJt balWhxRC
hAx RUt + WA q s IJtddinbie gpy defRdddtrate®hif oar remaining goals in this

categoryy h ~ 2 0 q RGMI W2 RIJs¢ UT We I R¢ O WG I botEWhitelaRv 2arnd k We UT Wh
fWws 3wt 3Pown Yl Wags JWRUqWI ne®#IWqY W 3a6Y Ot ql ¢ qldWaé |
Emmerson CollectiontOLUIN 6 134 JWNY¢at W PDaecqlWagVYWi 6RaIGEs k1t Wb IJF
2t Ul 02Rt RVl WHRecqUNY!I ! AWGI Y2RT RUNDWET Whe ¢ qWY 2131 2F
between entities related to will contribute to an explorable and inclusive intedce. Lastly, as

TWaYOt ql ¢ qUT WA! Wa! wNVYedt WRUWqS WWh AL ¢l A WG YTIIF
reflect a holistic approach to exhibitionrmaking and museum practice more generally. The goal

huRGOt We qWaet qllgs Y e e doltediion Randdénfedtiistikesaplvedidy k LW 130 ¢ q I
discussed in this exegesiy ¥ 6 RARqRYUWI It Wel #6WY! We UWel qb 13T Wh T F
susceptible to being lost if they are recorded with unstructured data. Thus, in this instance, the

qlJl G Wh 6 Y 0 Rd det&Rribidllihg lasiaccaraddrial process, which includes creating

structured data in tandem with exhibition research.

Figure36. Goal board for exhibition design sprint
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Driven by these goals, Whitelaw and | then conducted a series of prototyping sprints for
the exhibition interface. Firstly, we dedicated twenty minutes to each sketching ideas for four
T RnnWI WOqWt q! 613t WYnWRUqWI née #IIOWNGS R WaKqd YT AWYnaql
ml ¢ GRT O! WNWUOWI ¢ qUWRT et AWs 6 Rdslist GnbHaujrdy 9xardige 1J WT 132 1J
that also facilitates creativity. According to designer Albert Escobedo, the goal is quantity over
hue ¢ O Raq! Wet WEWWE q¢ qldt Whbaé WG Ittt el WWYnWgRGWWe U1 WH
some wild ideas that otherwie would have been missed in a much less pressure sensitive
t 13 q qRhéMEPpaced nature of Crazy Eights also freed me from inhibition; there was no time

to procrastinate or scrutinise my own ideas as | was sketching them.

The results demonstrate the overlap in our ideas for the design of the interface, as well
¢t W6 WRI W Rnnl WURDY OW7 Yaé Wi 6 RaqWbGes We UT W Ws 131 1JWF
information, which we believed would support selfguided exploration acros the exhibition. For
instance, in my first and second prototypes, users have the option of navigating away from the
hact qUl kW qYI ! W2Re¢WhHAHI ¢cURGIIYN Kk AlUs 6RAG WS Ya Ol WilleTl U
RU21Jt qRN¢ qT Wa 6 I3WGCY t 13 RAAKRLIRGEGCE IILEY I RUH 1 LWIRY W & 11 ¥ dAuE1y Ot gL
of a master story (prototype 1), as well as it appearing even if the user scrolls away from the
master story (rather than swiping to continue the story) (prototype 2). He also played with the
notion of secondc | ! WHRYUqUUaqWhnd! RUNDWRUK Wn!l YO W6 W RT JWet L
bIGI Ya! GUWOb IOWNG JWet 31 Ws Yedl W6 WUOWEe21W0Waq6 WY GaqRYU
the secondary content as popup, or choose for it to sit in line with the mai content (like

marginalia).

f OWRYUq!l ¢t qWagYWi 6 RaqUGes kt WGI YqYaq! GUt aWd RUI WY
related to the Emmerson Collection, as well as representing the different types of entities:
hGUI + YUk AWh YATWHqKk We UT Wh 132 130 qk W q mdativhsaipsa 6 131 G Y1 1§
between entities could be made explicit. In my prototype 1, related entitieare shownin
HYUql ¢t qUaVYlWg! GRAcOGWh ORUt o UYT Kk W awerd iddredevitad U I g 5 VY |
by different shapesy for example objects with triangkes and people with squarey yet their
boundaries blurred as they overlapped. The blurring on entity boundaries symbolised their
| D¢ qRYUCORq! Ws RANVWEGT YW WG 3t JUqRUNDWE WG KW2130WY™nN

which, through the directness oftheir style, insinuate certainty of relationships between

2 Albert Escobedq rerazy Eights: A Design MethddlMedium, April 25, 2021,
https://escoalb1024.medium.com/crazy -eights-a-design-method-424ff94b1c32.
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entities. As the user scrolled, story text would appear with corresponding entity icons

displayed, overlapping in the background. Via these background icons, the user would get a

sense of the scale of the entities related to the story and the Emmerson Cetition generally. As

the viewer scrolled through the story, supplementary information related to an entity would

Al ¢cURSWYnnWnl YO WRat WRAYUWE UT W Rt Gacec! WRUWq6 IWh G ¢ I

148



[Blovols  wrbke @ \S'N\O\S w‘\'L no Lﬂolbﬁ

WY o dgve S ‘
= ik ‘«\‘g&?""”‘\"""g

Figure37. Prototypes created during exhibition design sprint (Julia's).
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Figure38. Prototypes created during exhibition design sprint (Whitelaw's)
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While prototype 2also focused on the entities related to the collection, in contrast to
prototype 1, herethe entities were clearly demarcated. Indeed, in prototype2, an entitywas
contained in its ownbox, accompaniedby a list of other entities related to it. For instance, a
h GIJI t Y GuouldiBayepBeanhpHiying events, objects, and places related to that person.
Keeping with the focus on entities, prototypesS8 and 4 groupedentities together based on the
stories in which they feature. In the case of prototyp@, story group entities connected to one
another were based on a shared entity, thus allowing the user to navigate between stories.
Conversely, in prototyped, story entitiesdid not link to other groups of entities, rather, their

relationships with one anotherwere highlighted.

This activity highlighted the need to balance the use of entities and secondary
information with the corresponding story. We were conscious that manyisitors would not be
familiar with the Emmerson Collection and the period in which it was produced; too much
information, or too many design elements could overwhelm or disorient usershus, we
TWHERT T WaqVY W3+ G RGO YWauidistaRswethdite foRvaty particularidwittirk U N k
journalism, that displays sections of text over background images or other design elements that
change as the user scrolls. Scrolling is also intuitive to users due to its prevalence on mobile
devices, and we were conscious from the start of the project of the importance of making this
exhibition mobile device friendly. Indeed, according to Imed Bouchrika, Cédounder and Chief
Data Scientist at Research.com, in 2025569.99% of the total global web traffic cones from
mobile phonestGHEhis decision was validated by other members of the project team. The team
agreed that scrolling was more intuitive than swipingconfirmingi 6 R q) 1J &nél mydécision to
explore presenting content as a primarylinear narrative with secondary branches of
information. The team supported the notion of a hierarchy of contentacknowledgingthat,
within the retelling of theearly modernperiod, certain people and events are usually highlighted
while others are overlooked.By including suchpeople and events in supplementary
information, we realised we couldcontribute to context-building for the collection and period. If
not captured in prose, these entities would be reflected in theinked data, which the team
began tolikenq Y We¢ UWh RUT W+ K 1O

! Imed Bouchrikas Miobile vs Desktop Usage Statistics for 2028 Rdskearch.com, June 19, 2025,
https://research.com/software/guides/mobile -vs-desktop-usage.
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From here, Whitelaw and | workshopped how to express the lialor relationships
between items and other entities via the interface. We predicted that these links would help
determine what secondary information to include alongside each story, as well as providing a
way for users to navigate between stories. As | hdgken using a locally installed version of
ResearchSpace to model data related to the collection, we decided to emulate the Knowledge
~¢GWnWeéaqel JWYNWaq6IWt !+ qudaweneROWet RUNWGIUWE U7 WG
gueens, identifying entities and their properties that could be converted to structured data. As
can be seen in the image of our papeasrototyping in fig.39, we colour-coded entities according
to their type: light yellow for item, blue for person, and darker yellow for event. This exercise
reiterated the directness of some links and the tenuity of others. For instance, the three
signatures of members from the Dajhton family on The historie of the life and death of Mary
Stuart, Queene of Scotlandbl A AE~~ LUINZ 3 0 ®b WH Y &rii of bhdrgmblit puioply LWWE & R q 6 K
AurAcet W6 3! Wel YWeWwnY!l dwynwael NRUcGRetoW Gall Ue qR
T RI WAqWIRUt WARqs WWOWARUT I &+ Wt qVY!l ! weOT WEcGAGe UKkt
presentation copy of works by James |, gifted to $ison, Charles I, despite James being mostly
GRUUqRYOUNT WRUOWGEt +t RUNDWRUOWAWOT 31 kt Wt q¥Y! ! GWEt Waé 1IWs
I. Furthermore, this exercise also helped us to visualise where some properties could be
truncated. For instance, tolink Queen Elizabeth I totheitenE UN G ¢ UT + FHOERARBMM 1J q 6 FOu
114/10), we first created a separate entity for the frontispiece to this book and linked Elizabeth |
qYWRqW2Re Wags WWhT WGRHQ W Rt W WGRHWT WA! bk WGl YGUI g
frontispiece. Naturally, these connections are more clearly captured in prose. Consequently,
this exercise forced us to rethink how the modelled data wouldbe incorporated into the
interface, and what its relationship to the story text could look like. For example, does it need to
be expressed as triples? And could it be reflected in a different format, or in prose with unique
design elements? These are somef the questions that guided us as we began to build the

site.
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Figure39. Paper prototyping an exhibition story

These collaborative workshops were pivotal in shaping both the conceptual and
practical direction of Beyond the Book By iteratively defining goals, prototyping interface
designs, and mapping entity relationships, we developed a shared vision for an exhibition that
balances narrative depth with structured data. The process clarified how the interface could
support multiple modes of engagemeny offering a coherent primary narrative alongside
exploratory pathways into related entitiey while remaining intuitivefor diverse audiences.
Most importantly, these sessions bridged curatorial intent and technical implementation, laying
qé6uWNl YaUOTl s Yl twnYl wew It RNOWaée quwdad AYT Ridehlq 6 I WG|

interface that reveals the interconnectad nature of the Emmerson Collection.
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7. Production

Beyond the Bookis composed of many interconnected parts.Through the Linked Datandex,
connections are captured between collectionitems and entities related to the Emmerson
Collection. Theseindex entries arecomposed of contextual structured data that snapshot that
JUqRq! kthrdlighttimé dddispade and/or its unique characteristicsIn addition to being
discoverable in theLinked Data Indexthis contextis captured in prose, which supplements the
granularity that is at times lost through data.lt also acts as a bibliography; references cited
within the exhibition are expressed as triple statements. Thus, thindex offers the viewer
evidence of my context-building, exposing them to therglecisions behind the selection and
weighing of the information) R 2 IWKIcA,+n the curator-scholar model of the past, the
exhibitiongoer would not be privy to. \ewers can either gain an ovesiew of the various entities
related to the collectiony such as people, places, and eventg through the Linked Data Index
or they candelve deeper into the detailsvia theld # 6§ R H RaydR ¥tbfigst Building such a
multidimensional yet interconnected digital exhibitionwas an iterative process thatrequired
reflection each time Whitelaw and | encounterede # 6 B U k t LU Mdahidnds@bpliddfise b
The belowaccount of the building ofBeyond the Bookprovides insight into thesemoments; it
breaks down the design and struatre of the site describinghow each of its various parts

influenced our next action.

Jekyll

In addition to raising questions concerning the design of the exhibition interface and the
integration of modelled data, the design sprint also brought into focus the roles Whitelaw and |
would play in building the site. We needed a process and system where Whitelaw could build
and refine the design and infrastructure of the sitewhile | contributed to the content.
Furthermore, our aim was to create a site that would be relatively easy f&LVto host and
support; this ruled out collection managementsystems such as WordPressas the associated
security implications would be too difficult to manage. It also ifluenced our decision to create
a static, rather than a dynamig site. These factors led Whitelaw to suggest we begin
experimenting with theopen source, static site generator, JekyllUsing layouts,Jekyll
ntransforms plain text documents (Markdown, HMTL, CSS, etc.) into static sité&4Vhitelaw

had used Jekyll in past projects and was thus aware of the flexibility of its templates and the

1 Schon, TheReflective Practitioner, 50.
2what is Jekykk WHC Library Research Commons Workshopsccessed July 25, 2025https://ubc -
library-rc.github.io/intro -jekyll/jekyll/ .
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easewiths 6 RAS W6 It WWqUGGacqllt WRYea Gl WHWWe GT ¢ qJT oW naql
ability to handle external datay it supports rioading data from YAML, JSON, CSV, and TSV

n R i lil beeame clear tous both that Jekyll could suit the needs of our project.

i Ra6Wi 6RaqUGcskt Wett Rt qe U AWF WRUY qe O&it@dT Ws 1t !
which was composed of the following files created by Whitelaw: storgontent.yaml;
main.scssy which defines CSS styles that control the visual appearance of the page; and four
jpegs (including a low resolutionimage ofan Emmerson Collection item taken by phone,which
we intended to use asa placeholderea Uq R T Wa 6 WWx RAI ¢1 ! kt W? RNRa¢ & WAI YI
high-resolution files). Together, these files generated the landing pageeen in fig.40. Key to my
contribution to the site was the YAML file, which defines the content and structure of an
exhibition story. YAMLis ah 6 2 Gr¢IUR 1Jdath Setiakisation languagewith minimal structural
characters# dllowing the data to show itself in a natural and meaningful wag#-or example, fig
41is a screenshot ofa section ofthe first YAML file Whitelaw generated for the siten this
section the user-defined YAML datais structured in a basic hierarchy There isdefined data for
section type (story) text, and image. Theimage data is composed ofpropertiesy defined by
myself and Whitelawy allowing us to workflexibly with the data structure. For instance, we
added properties that defined tte field for image captions as well as a field thahdicated where
the image should be drawn from As this demonstrates,adding story textand datato the YAML
file is straightforward, as is directing the file to a particular image asseflhus, Whitelaw and |
began a processwherebyhe would configure the YAML filesand the template file to which they
linky based on ourdiscussions regarding the structure and design of the site while | added

the content.

3?2 ¢ q ¢ W[ R ladcessed Mty P 20264ttpstljekylirb.com/docs/datafiles/ .
“Oren Benu Rt R LU3J qtlb¢ 1ol FOR ibay W~ ¢ | t sha iR I8 101 B AMD 1AsHESSeH Syl 25, 2025,
https://yaml.org/spec/1.2.2/ .
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It's Not Easy Being Queen

The Section Title Goes Here

- . e 28
. ¥ - ~a"
»
o ~
) i
1 id

Figure40. Screen shot of the landing page of the first instance of our Jekyll site.

HOLLAND

: story
: A third image, and some further interesting information, this time with reference to Mary, Queen of Scots.

: mary-clouet. jpeg
: Portait of Mary, Queen of Scots by Frangois Clouet, 1558-1560
: Portait of Mary, Queen of Scots by Frangois Clouet, 1558-1560

Figure4l. First iteration ofthe structure of the story YAML files.

fDiscover Morek

Using markdown, | added the story content we had received from the contributors so far and

added placeholder images where | thoughappropriate (fig42). This exercise, together with the

process of modelling the stories in ResearchSpace, highlighted where additional contextual

RUnYl GcqRYUWHY2OT Wt 2 GGY! qWads Wt qVY!l ! Wagl+faqow] YI WRC
hfagkt W YaqWEet ! W7 WROGNIWAE AII0K b R & et ¢ 1 | Rée NIt L
between Elizabeth | and her halkister Mary I. Ths presented an opportunity to provide

additional context represented through data and text: Mary | was the daughter of Henry VIII and

Catherine of Aragon, which is represented in the triple statemerghown in fig.43. Representing

~¢l !kt WARI q6 WRUWaq6 Rt Ws ¢! WGl Y2RT T We Whe RAT AWLI2 Rt 2 ¢
three people, allowing for additional statements to branch from any of these entities.

Information that cannot be easily represented by triple staterantsy the significance of

9¢ qd6 1l RHdlGiEm, bkexampley can be captured in text in what we began to call the
h?REAY211 W~YI Uk Wt DAqRY Ut WYnWaqéIWI+6 RARGRY UtOWN G 13t
pauses in the flow of text that could be likened to the end of a physical exhibitioaldel. The
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Discover More sections offer supplementary context on entities mentioned in the narrative,
inviting users either to pause and explore or to continue with the main storyline. Enacting the
nYGl Kkt WYGWI ¢qRYUt WYnNn W+ Gl RAEC q RyEabmcetdl, they@lievi RHE ¢ q R Y C

detail to be expanded or condensed, supporting both casual engagement and deeper analysis.

o — §
Q* TROVBL?':. ﬂ
During Her Minorthe,
from the Cradle to the

D o WENTER !

1and intet- s
ent Paffages

Dynastic rivalry was rife in Tudor
England, in part due to the fraught legacy
of Henry VIII’s multiple marriages.

ued under the |
N b EDVvARD ]

/ nry VIILof England ¥
PO
Gallery of Ancient Art, Rome) . to the el
prefent Kelaton, -
b

'
Vel

~ By THo: HBYW-OO}:)&_'-&

N
Figure42. Screenshot of the first instance of our story template showing the text relatdd th! ! Wé f f f &k + LU

marriages.

\

has fi
——Was father for-

from father

ey membe

by mother—___
T gave bith——*

Event

Birth of Mary | of England (Mary

Catherine of Aragon (1485-1536) Tudor)
Note: Queen of England as the brought into lif /

first wife of King Henry VlI
from their marriage on 11 / was born
June 1509 until their /

annuiment on 23 May 1533

Henry VIll (1491-1547)

e: King of&ngland from 22
foril 1509 u fll 1547

is depicted b

Mary | of England (1516-1558)

Note: Quikn of England and

Ireland from 1553 to 1558 \ participated i isreferred to hv_ rafare $a

Figure43. Triple statements modelled in ResearchSpaceonnecting Mary | to her parents via the event of
her birth.
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The Discover More sections of the stories also provide an opportunity to highlight
related items in external collections and link them to material in the Emmerson Collection. For
instance, the fraught relationship between Mary | and her father Henry VBIdaptured in a letter
written by Mary, then Lady Mary, to Henry in 1536. In this letter, now in the collection of the
British Library, Mary submits to her father after years of refusing to acknowledge the annulment
Ynweé Wl WGel WUaqt k WA egitichalycAgain,Liotd thisliterd (thelEter)dbidRtiietevent
(Lady Mary submitting to her father) can be captured in data and text to be linked to an
Emmerson Collection item. The below statements demonstrate how the person entity Mary |
links the letter toN 6 Y G ¢ t Lc IJEnglands Elizabéth ..(RAREEMM 114/10) in the

Emmerson Collection (seealso fig. 44):

<

Mary iy performedy Lady Mary submitting to her father Henry VIlI

—<\

Mary| submitting to her father Henry VYl is subject ofy Letter from Lady Mary to

King Henry VIII 1536, British Library, London (Cotton MS Otho C X (f271r))

Y Letter from Lady Mary to King Henry VIII 1536, British Library, London (Cotton MS
Otho C X (f271r)) refers toy Lady Mary

Y Mary  performedy the imprisonment of Elizabeth |

Y The imprisonment ofElizabethly is subjectofy q 6 I Waq 3+ qn Y1 WNGS Y& ¢t We 1
EUNRGecUTt WEGRACHIJq 6 LWHOKMOK

Y N6WWaql+qlnyY! WRE YD 6 e We 1J W EFscirnied iy (RARBDMNMOK

114/10)

In this instance, modelling has linked data relating to two dispersed collection items via a

common junction, thus supporting one aspect of the role of the curatoy that of junction-

maker. However, the task of identifying collection items to link still invived traditional

curatorial research; curious about the relationship between Mary and Hengy and wanting to

bring in voices of the people mentioned in the storieg | searched for surviving letters written by

the Tudor Monarchs. This yielded many results, iicea | RUN Wq 6 W We¢ AY 2 IJOWh x Jaaldl LW
URUNDWc WUl ' wéfffrkWseéet WeUWYA2RY 2t WHSYRABNWqYWRUOAG 2T
7 DR U DN WA 2 W i9fepredtntgdvtie struggles of being a Queen in Early Modern Europe, and

it was digitisedwithaNf [ [ Wn RG W Wn!1 WUG! We2¢RUCHIUWqYW YsUavYeT |

website.
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While choosing the content for this section was relatively straightforward, the process
of identifying, researching, selecting, modelling, and writing the remaining Discover More
sections for this story was a timeconsuming task that also needed to be comfeted for six
Yqoé Il W qVYl R toWf OT WUIT AWIcHSW qVYl ! W6eT WANqs 10U W R
section. Thus, up to fortytwo Discover More sections needed to be created. While these early
experiments with templating the exhibition helped ¢ refine the scope of my modelling, as well
as my contribution to the text for the exhibition, where possible | would convert the information
mentioned in each story into structured data, as well as the links | find researching and drafting
the Discover Mae sections. Thus, | continued a process of researching and drafting Discover
More texts for the remaining stories in tandem with modelling the associated data. During this
time, Whitelaw and | also continued to refine the story template and reflect on howe would

link the stories together.

<«carried out by

is referred to by—
S ~——performed

———refersto— "

Letter from Lady Mary to King

Thomas Heywood, ‘Englands

Mary | of England (1516-1558) I it of Elizabeth |
Henry VIll 1536, British Librar... y . mprhaommantof bl Elizabeth: her life and trouble.
't [ vy IR W/y/
is subject of, 13

| .
rformed‘ carried out by isreferred to by’ refers tcarrie
|

refers to’ fis referred t;c apout | / is carried by
\v ’ \ " l ’ /
N -

: “a

=] ¢
—participated in—> Concept

Event

Lady Mary (Mary | of England) Text for ‘Englands Elizabeth : her

submitting to her father, Henr. . life and troubles during her...
Henry Vill (1491-1547)

Figure44. Triple statements modelled in ResearchSpac&t Y UU DR qRUNDW~¢ | ! Wf Kkt Wi Waqldl Waq
éfffAWqYWc ! s YYT kt WhEUNGEUTt WEGRAGCHIG6 WWIOKKOK WelA AEE~~1L
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- title: "‘.. dare not presume to calle you Father’"
carousel:
-~ src: BL_Mary_letter_Henry_Cotton_MS_0tho_C_X_271r.jpg
alt: Fragment of an old letter written in neat, elegant handwriting.
caption: Mary Tudor was the daughter of Henry VIII and Catherine of A

image-caption: <em>Letter from Lady Mary to King Henry VIII</em>, 153

src: BL_Mary_letter_Henry_Cotton_MS_Otho_C_X_271r.jpg

alt: Fragment of an old letter written in neat, elegant handwriting.
caption: In this letter from Mary to Henry written 22 June 1536, she
image-caption: <em>Letter from Lady Mary to King Henry VIII</em> 1536

Figure45IOLIE # ¢ 0 GO WY n Wq6 WW ql eHge | JWYnWqé IWh ? Rt #Y 2131 W~ Y1 1K

Discover More

.. dare not presume to calle you Father' v

Mary Tudor was the daughter of Henry VIII and
Catherine of Aragon, Henry's first wife. After his
marriage to Catherine was annulled, Henry married

Anne Boleyn, and separated Mary from her mother,

fearing his daughter’s mind would be corrupted by his
scorned ex-‘wife’. For years, Mary refused to >
acknowledge the annulment of her parents’ marriage

and her own illegitimacy.

Image: Letter from Lady Mary to King Henry VIll, 1536, British
Library, London (Cotton MS Otho C X (f271r))

Figure46IOLWIWE #1 WUt 6 YqWYn a6 WW? Rt #HY 2131 W~V WW WHqRYOWY U W-~¢ |

FConnections K

As they werewritten by different authors on different subjects the story texts did not often
overlapin the entities they mention, yet storiescould be linked via a common themeFrom the
outset, it was clear that the stories needed to be templated and presented individuallyyith a
way forthe userto navigate between theny an approach consistent with the decisions made in
the design sprint. Implementing thisrequired both a technical andan interface design solution;
our first instance of the Jekyll site had the stories grouped togethen a single page thathe
userwould scroll through with no means of navigating between them. Whitelaw provided a

solution to the former issue by restructuring the site folder to include a corresponding
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el tT YsOWnRGWWNY! WeHSW qY! ! wOYs w WGI 3t WO0qT WA! U
| YOWhHYGOGUHEqY!I + O ¢Gdk We Ul &It RreQidudhy, Déré wadldhe RG T + Wn | Y
RUT D80T K WGENWWs 6 RAGWIT | Us Wnl Yawew ROUNGUWHY qYI ! x

ot 3

To enableusersto navigate between stories, Whitelaw and | decided to experiment with

RITYI RUDWS WW? Rt HY2 131 W~V W UHqRY Ut WA wel T RUNDLWE

Co

each story. Originally, a version of the Connections section was included as a stheading to

the Discover More sections, however the process of templating the stories highlighted the need
nYl Wet WagVYW Rt qRUAQG! WNI Ye GWhq! GUt k WYnWelT T RqRYUC
distract from the main text. Like the Discover More sections, the @nections sections would
provide optional, addition information however, while relevant to the main text, this information
would not necessarily focus on the entities mentioned within it. Rather, the Connections text
would introduce a theme that links twostories together and provide a means to hyperlink
between them. Thus, it seemed logical to move this section to the end of each story. Like the
Discover More sections, the decision to include the Connections section in the story template
signaled the needfor more curatorial research to identify shared themes between the stories. If
possible, this information would also need to be modelled in the data. Thus, the Connections
sections broadened the scope of my research and modelling as well as the text | widu

contribute to the site.

: Behind the marginalia

: The Emmerson collection contains many books once owned by the diarist John Evelyn.
: Learn more about Evelyn, his collecting methods and other significant collections.
: collectors

Figure47. Screenshot of the structure of theConnections sectionR U g 6 I o ~ x WnURiagI Wn Y1 Wa 6 1
7YYLt K
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Connections

Behind the marginalia

o

Learn more about Evelyn, his collecting methods and other Collectors >
significant collections. >

Figure48.EHI DUt 6 YqWYnWq6 WO YUUWRqRYUt Wt DAqRYUWE qWas JWIOT
AOt RUNDW7 YVttt k WRt Wi RUt 1xéxiidelaiet itq thddaléc®riadd iibristop¥hin Evielydt q Y1 | W2 R ¢

Visual Assets

While | continuedthe tandem process of researching and modellingcontent and images for the
DiscoverMore and Connections sectiony adding this content to thestory YAML fileg Whitelaw

and | encountered a pivotal moment of surprise After months of using placeholder imagesof

Emmerson Collection itemsto build the site, the SLV Digital Production team supplied us with
high-resolution files of the collection items selected by the project team Thequality of these

images, taken by theLR A | ¢Digitak Aroduction Senior Technician, Bart Geraedts;ompelled

Whitelaw and | to reflect onhow best to showcase them within the exhibition At the sametime,

the size of the files also presented a challengas to how we would host them asat this point, we

were still working from our locallystored versions of the site. To address #se hurdles, Whitelaw

and | worked with Tabs Fakier (ladyofcode) to move the site to an Sh¥sted GitHub repository.

This wasanother pivotal moment, where Whitelaw and | could simultaneously make and test

changes to the Jekyll filsonrespectivel 132 130 Y G 1J @i WIFY A Il@ 6 #dl] R dpefeeed W JG Y |
pushing these changes tothe shared production branch In addition to hosting the site on

GitHub, the library also agreed to host the images via a CloudflarenagesS3 bucket, which

allows for dynamic resizing of images as they are called from the system. To achieve this, code

in the YAML filesdeveloped byFakier,would dictate how much the images should bescaled and

trimmed. The code performs two primary functions: first, it serves an appropriately sized and

I 3t YG20T WnROGWWAet 3T wYUWaqéWet 31 k+ Wi 32RAWI6 We 0T wi

the image margins to optimise its presentation within the layout.
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22 JWaqVYWaé6 WWGI YT tkeantterility 6f the BiiRrigrgold Cdldctimprilitants,
early in the projecta decision was madeto capture key objects as photogrammetry files.
A6YqYnI ¢ @ulity oplgenearateinteractive 3D models ofitems that would otherwise be
captured in 2DT or displayedin a physicalspace with one side showingr appealed greatly to
the team to whom a bookis materiality reflects the cultural and historical context in whichit
was produced. In 2021 Whitelaw anddigital humanities expertKatrina Grantof the Australian
National Universitydemonstrated q 6 IJWUGS6 YqVY NI ¢ G a Wql ! WGl YHIJL | WqVY WEX é
team, usinga small copy of theEikon Basilikein the Emmerson Collection as exampleBased
on this training, Geraedtsproduced six photogrammetry files of six items and supplied these to
myself and Whitelaw atthe same time as thetwo-dimensional image files.Incorporating these
files into the exhibition siteagain required a technicaland editorial solution; the files needed to
be called from the hosting site, Sketchfab, andh 2 RIJs + k WY n Waq 6 W WG YT Jdt Ws Ra6 R

needed reflect the corresponding text.

To address this, Whitelawcreated aJSONdata file in the site folder that contained a
unique ID for each photogrammetry assetWhen incorporated into the YAML files within the
G N Riélck this ID loaded the asset viats Sketchfab UID (Unique Identifier) listed in the JSON
file. The JSON file alstisted a set ofh t 1J! n | ccani@da poKitioms fr displaying each
photogrammetry asset. These keyframes alloed us to determineviewpoints at which to stop,
triggered by theviewer scroling. Forinstance, E R t FicUt KIRRAREBRMM 815/Bhas
embroidered flowers on its spinethus, H¢ + 13T WY U Wq 6 1 WH Y Yiistédmlhe §SON Wn Y1 WhH t
file and the data in the YAML filghe viewpoint movesto this area of theitem as theviewer
scrolls. To determine the coordinates, Whitelandeveloped a keyframer toolWhen opened in a
browser, this HTML file displag a photogrammetryasset that could be turned by dragging The
YCGqRYUWR] Uql9 ¢ G I ¢ WAIiSplays théidddudihates 6f Hlppdidhildaiew okd ap t LU
point within the asset in theconsole tab of the browser developerThis tool, and the
straightforward incorporation of the photogrammetry assets within the YAML I, gave me the
ability to select views of these assetsthat highlighted features of the collection items and

supported the corresponding text.
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- type: pgstory
pgKeyframe: spine

text: The spine is decorated with floral motifs.
pgid: eikon-basilike

Figure49. Screenshot of a YAML file demonstrating the structure of the data relating to the

photogrammetry assets.

HOME STORIES v INDEX ABOUT Killing the King : Trial and execution v

Figure50. Screenshot of the photogrammetry asset depictinge Rt d U FOFRARBERINR $16)30 the
story ‘Killing the King'.
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[3.844403889063412, 12.084021459765664, -0. 6337943602514907] , “target™:
[-0.08464115525667958, 13.092158598216532, 0.22111897291073188) }

Scroll and drag to orbit. Shift-drag to pan

Get Camera Pos

Figure5L.EHI 13Ut 6 Y q WYl MR qldWd % dlkqld Y O WYHE ddordinpRdFdd th&k U LW¢ WHI Y 5

position of the photogrammetry assetare listed asfposkand fiargetkat the bottom of the console.

Zoom

The quality of thevisual assetsy both the images and photogrammetry fileg highlighted the

richness of the materiality of the collection. With the photogrammetryfiles, we had developed a

waytol | ¢s W6 WWeal RIJURIKt Wn Y He twhite thel2d fileS réviged &lY n Wa 6 Rt U
visually rich backdrop to the story text, it became clear that we needed a way to direct the

et Ul kt WeqaqlUaqRYULlWq Y WHi bradpdorslppbdét theSddriteatioflihé statyojextld LUR G ¢ N 1
Forinstance, EG R 6kt W qVY!l ! WwyUwael DRUcCOGReAWR Ot RUNDW7YYtt K
on Emmerson Cdlection items. Originally, the images for her story would remain static,

presented in full in the background as thauser scrolled through her text. This meant that a

particular detail of the image could easily be missed by the viewer. It was also unclear at times

which inscription on the item the text was referring to.

NYWeT T1 0ttt WagéRt AW 6RaUGés wWe O wf wi WHRT T Wa VY WR
templates; as the user scrolls, sections of the background images are enlarged and brought
into focus to support the correspondingtext (fig53). Whitelaw created a straightforward YAML
data structure that enabled me todictate where the zoomfunction should occur on the screen.
Asdemonstrated in fig.52, the coordinatesh # k Hl&ePrbsent the horizontal and vertical
AYYI T RUOCqUt WYnWaé6 13wt &1 1313 Uthd ldvel ¢ idtengitR &f théi Zosinlls 6 R G 1J LWh A
Using these coordinates, | was able to makeuratorial decisions about where on the image the

audience shouldfocus. Ascan be seen in fig53, the dynamics of the zoom function
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encourages the user to look closerhelping them to focus on a particular detail in an otherwise
busy image. ItalsoH | 1J¢ q 13t WG YaG WUaqt WY n Wh @deedt thioughéltXiops 1313 U Waq 6 1J LW

exhibition there are moments where the zoorad imageremains after the text has disappeared.

— type: zoomstory
zoomId: Lucani
zoomTo:

X: 30

y: 45
z: 2
text: .. flowers and brackets ..

Figure52. Screenshot of the structure of the zoom function in a YAML file.

HOME STORIES v INDEX ABOUT Using Books : Copy/paste v

N ec tants ma[ium wirtus eat:ingeret omm O o Lo fub fydere
S bl S edt:mgeret omnis D edufhique fretis alio b fydere reges;
e be Iﬁ'ﬂuﬂd tibi. quis nolet 4b i omﬁ[“’dgmg},mmll\nncdra{eﬁxf'orfm
E nfe mori? quanuis alieno wulnere [abens, O fiperi,matura Dacs e cladeGetafgue
Et [crlu: effe rumn?melufs tranquilla fine armis s :mm e Romd cadar.en morte parenten
SO tia [olus ages, fiut celefba femper N atorum orbatum longem producere funus
I 3 Iﬁ‘;"f“ 'bd' o Ll dl_“f ¥ & d tumalum inbet ipfe dolor,nwat ignibus a1
. S : /
| | F ulminibus propior terre fucendir aer, 1 ferife mams,onfPrucioque aggere bufl
: . 1maque telluris uentos,tralbifque arufas 1 pfim atras tenuife faes:non ante' rewellar;
o 9 p ) 4 I i <
*F lammarum accipinnt:mbes exadit olymps E xdnimem quim te omplechar Romatusimqn
i A o Wi Y ¥ - YT
L ege desim minimas verum difwrdi turbar, N omen Libertas,gy inanem profequiar smbram
D dem [wmma tenent.quam lete Cefaris s Tt mmites Romand pidculadini
L f1a THEN qHam (cte a)dry dirts § fCeat:immites Romand pidaila dink
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Figure53. Screenshot ofzoomn J¢ g2 | WY Gl ¢ qRUNWRU W6 W qVY!l ! WwWh Ot RUNDW7

Spotlight

The introduction of the zoom function to the story template again brought into question how we

AYedl Wi WOYquwe 0T W InRUWWHhSERII ¢l A6RIE Kk WY nWHYUq+q
creating the story templates also became an editorial exercise; blying out text and images

together, it became clear where sections of text needed to be added to assist with user

readability and interpretation of images. This additional text R | riégessarily need to sit within

the main story text,which would still make sense without it. Rather, like the modelled data, it
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could be viewed as additional contextual information. For instance, often the story text did not
refer directly to the accompanying image, creating disjunction between image and text. This
could be easily amended by including a few lines of text that highlight details within the images.
However, theinclusion of this text created aneditorial and design challenge how could it be

integrated in a way that supports, rather than detracts, from the main story text?

To address this Whitelaw and Idecideq Y WIJ+ Gl RGWUqWs RqéWht GYqiRNG
RGENIJHWEY We WAl RT DIUWAKYas WWUOWREGe NI Wwe 0T Wt qVI1 ! Wall+a

area of the image by highlighting it and greying out the rest of the image. We believed that a
spotlight together with a line of explanatory text would guide users between image and story
text and between story text and additional contextual informationindeed, we found that this

feature was particularly effective for stories that included images ofrontispieces and other

BONI ¢2RUNt AWEH WRt W6 WWHet JWnVYI WhuRGaGRUNWg6 WWu RUN

of King Charleghe | which is depicted in the frontispiece toAtrue copy of the journalof the

High Court of Justice, for theryal of K. Charles# lWlblA AEE~~LWNOX 0 Ob IOWi 6 R IJWA Y
T 13t #1 RAY W6 UWh q VY Ghtrriteendly eidtions &f dné ftivtisplélag ared Wa | R ¢ G
F GYqURNEqUT We UT W+ GacRUWUT WqYW 2 GGY!l qgé Wt qvY!l ! oU

to recognise the legitimacy of the court, which triggers the spotlighting of the figure of Charles in
the frontispiece. The text accompanying the spotlight explas that his refusal to remove his hat
in court was considered a sign of disrespect. As the user scrolls, the spotlight fades, and the
main story text returns explaining that the court was presided over by John Bradshaw.
developing this feature, the process was inherently iterative: curatorial decisions about which
image details to spotlight informed the technical implementation and web template structure,
while the constraints and possibilities of the design frameworkn turn shaped curatorial

choices. This cyclical exchange between content and design allowed the spotlighting feature to
evolve in tandem with the narrative, ensuring that both the interpretive aims and the user
experience were refined in parallelThus, spotlighting proved to be an effective way to reconcile

story images and text while simultaneously maintaining a hierarchy of information.
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zoomkeyframe
: Trial

: Charles is depicted here with his back to the viewer,
: space-after

FigureS4FOWE H1 WUt 6 YqWY n Waqd WW ql eFAgqel JWYnWgé W GYqiRNG qln |
uRUDNDK 1O

Figure55lO0lUE A1 WUt 6 YqWY nWt GYqiRNSEqWnUéeqgel WWYGW!I ¢ qRUNWR U Waq ¢

Footnotes

While zoom and spotlighting take advantage of the quality and richness of the exhibition images
to highlight details on Emmerson Collection itemswe were prompted to ask\Where could
supporting information that doesnot have a visual representation sit? This type of information
consisted of, primarily, notes ofinterest lifted from the catalogue records for the Emmerson
Collection items that we were keen to highlight. For instance, the notes fdlonumentum
Regale(RAREEMM 115/17) state that it was apparently stolen by the antiquarian William Upcott
(1779r1845). | had captured this, and other provenance information, in the Knowledge Maps
early on as part of the process of modelling from the MARC records. While itldiot always fit
within the main story text, | believed this information was useful to further demonstrate a
AYGOWHqRYUWRqUGKkt WTYel UW! W6l YensWaqRGWWe 07 W Geé HLI

accompany the main text in a footnote style (figs7). This feature, together with zoom and
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spotlighting reflect some of the benefits of digital exhibitions: within digital exhibitions, sections

of works can be brought into focusand hierarchies of information delineated.

- type: story
text: Beneath the portrait, two seventeenth-century readers have left

link: William Upcott, the English librarian and antiquary (1779-1845),

Figure56.E R 1 DI Ut 6 YqWYn W6 WW ql efqgel JWYnWagdWWhanYYqUVYqlk Wnid
uRUNK 1O

Figure57.EHRI1 WUt 6 YqWYnWhnYYqUYqUWt q! a0k WAYUqU+fFgqecdWRUNY!I @
Linked Data Index

While | researched content and modelled data for th®iscover Moreand Connections

sections, the question of how we would integrate the data into the exhibition interface was front
of mind for myself and Whitelaw. As my Knowledge Maps in ResearchSpace grew, it became
clear that we needed an intuitive way for users to nagate this data via the interface. While
presenting Linked Data in &nowledge graph format is useful for representing the scale of
connections, knowledge graphs can be difficult to navigate for those unfamiliar with the
structure. Some entities may have many connections branching off in multiple directionsand
navigating these can easily overwhelm the user. Furtherore, the data needed to be
incorporated into the site in a format that Jekyll would support. These factors le us revisiting
the notion of a sitelndex sectionpreviously raised by the team during our workshop at SLV. An

entity could be an entry within thelndexwith its corresponding properties and connections to
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