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Abstract  

Beyond the Book: A Journey through the treasures of the Emmerson Collection  is an online 

exhibition composed of several interconnected parts: prose, images, photogrammetry, and 

data. Rich photographic reproductions of rare materials from the Emmerson Collectionуwhich 

contains more than 5,000 pamphlets and books from the fifteenth to eighteenth centuries, 

mainly produced in Englandуaccompany 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 bookќs journey through time and spaceу

hence, ћBeyond the Bookќ.  

 

To develop the site, I 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, I meticulously modelled, created, and 

published Linked Data related to the Emmerson Collection as a method of curatorial enquiry. 

As well as communicating context within the exhibition by making the ћŢƨŰĦƣŔŸŰƚќ (Obrist) 

between entities related to the Emmerson Collection explicit, this data encodes it in a versatile 

and durable form, in a way that can be repurposed and integrated into collection catalogues 

and other resources.    

 

Beyond the Book also addresses a knowledge gap in online exhibition-making: online 

exhibitions of cultural heritage material typically either replicate the format of physical 

exhibitionsуa static label alongside an imageуor, 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 data to begin to express meaning, it needs to be connected and 

contextualised. Beyond the Book combines 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.     
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The process of experimenting with this method for online exhibition-making 

demonstrated its reliance on collaboration; many parties and individuals contributed to and 

influenced the development of Beyond the Book from inception to interface. Thus, the results of 

this research project suggest that my method for online exhibition-making is reproducible if the 

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

Beyond the Book: A Digital Journey through the Treasures of the Emmerson Collection  is an 

online exhibition composed of several interconnected parts: prose, images, photogrammetry, 

and data.1 Rich photographic reproductions of rare materials from the John Emmerson 

Collectionуwhich contains more than 5,000 pamphlets and books from the fifteenth to 

eighteenth centuries, mainly produced in Englandуaccompany 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 

ĦŸŰƣĲǂƣШŉŸƖШƣőŔƚШċƨĬŔĲŰĦĲШƻŔċШƣőĲШůċŰǃШƓĲŸƓũĲЯШƓũċĦĲƚЯШċŰĬШĲƻĲŰƣƚШƣőċƣШĦŸŰƣƖŔĤƨƣĲШƣŸШċШĤŸŸťќƚ 

journey through time and spaceуőĲŰĦĲЯШћ7ĲǃŸŰĬШƣőĲШ7ŸŸťќ.  

 

Beyond the Book is an outcome of the Australian Research Council Linkage Project, 

Transforming the Early Modern Archive: The Emmerson Collection at SLV, supported by the 

Australian Government in partnership with State Library Victoria (SLV). The project was initiated 

following the 2015 bequest of the John Emmerson Collection to SLV. Bringing together experts 

in early modern studies and the digital humanities with specialist library staff, the project 

investigated љwhat the collection contains, why it is significant and how it can be shared with 

others.њ2 Transforming the Early Modern Archive was a collaboration between SLV and 

researchers from four universities in Australia and New Zealand: the Australian National 

University (lead), the University of Newcastle, La Trobe University, and the Victoria University of 

Wellington. Including myself, the project team was made up of the following members: 

 

Á Rosalind SmithуProfessor of English and Director of the Centre for Early Modern 

Studies at the Australian National University; 

Á Mitchell WhitelawуHead of School of Art and Design at the Australian National 

University; 

 
1 Julia Rodwell et al., џBeyond the Book: A digital journey through the treasures of the Emmerson 
CollectionЯњ State Library Victoria, accessed August 9, 2025, https://beyondthebook.slv.vic.gov.au/.  
2 9ĲŰƣƖĲШŉŸƖШEċƖũǃШ~ŸĬĲƖŰШÉƣƨĬŔĲƚЯШљ ĤŸƨƣШт EůůĲƖƚŸŰШxŔŰťċŊĲШÂƖŸŢĲĦƣЯњШAustralian National University, 
accessed June 15, 2025. https://cems.anu.edu.au/emmerson -linkage-project.  

https://beyondthebook.slv.vic.gov.au/
https://cems.anu.edu.au/emmerson-linkage-project
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Á Trisha PenderуAssociate Professor of English and Writing, and Director of the 

Gender Research Network at the University of Newcastle; 

Á Sarah C. E. RossуProfessor of English at Te Herenga WakaтVictoria University of 

Wellington; 

Á Paul SalzmanуEmeritus Professor of English Literature at La Trobe University, and a 

Conjoint Professor at The University of Newcastle;  

Á Dr Anna WelchуPrincipal Librarian of History of the Book and Arts at State Library 

Victoria. 

 

Beyond the Book was 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, the exhibition reflects the scholarly research conducted into the 

Emmerson Collection by members of the Transforming the Early Modern Archive project team. 

These stories situate the collection within multiple political, literary, material, and historical 

contexts, demonstrating its significance for academic scholarship across multiple fields.  

Beyond the Book is also the research outcome of this PhD project which demonstrates a new 

methodology for online exhibition-making that uses data modelling and Linked Data as a 

method for curatorial enquiry. Using the cultural heritage ontology CIDOC CRM (International 

Committee for Documentation / Conceptual Reference Model) and the semantic web platform 

ResearchSpace, developed by the British Museum, I 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 resources. As such, this 

research project addresses the knowledge gaps outlined below: 

 

Knowledge Gap: Data and Narrative 

Online exhibitions of cultural heritage material typically privilege either curatorial 

proseуoften reduced to brief labels alongside imagesуor interactive displays of 

structured data, with each approach limiting the communication of context. As Lev 

Manovich and Johanna Drucker 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 
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integrating both in Beyond 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 Groys have explored how metadata and context contribute 

ƣŸШċШĬŔŊŔƣċũШћċƨƖċЯќШĲǂŔƚƣŔŰŊШċƓƓƖŸċĦőĲƚШŸŉƣĲŰШŉŸĦƨƚШŸŰШƨŰƚƣƖƨĦƣƨƖĲĬШĬċƣċШŉŸƖШƚŔŰŊũĲШ

objects, overlooking the relational networks between them. This project addresses that 

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

ĦċƓƣƨƖĲШċŰĬШĦŸůůƨŰŔĦċƣĲШĤŸƣőШƣőĲШċƨƖċШŸŉШŔŰĬŔƻŔĬƨċũШŸĤŢĲĦƣƚШċŰĬШƣőĲŔƖШћċƨƖċШŸŉШ

ƖĲũċƣŔŸŰċũŔƣǃќЯ embedding this context within exhibitions and making it reusable in 

institutional systems. 

 

Knowledge Gap: Semantic Relationships and Curatorial Complexity  

While Stéphanie Bertrand 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 

queryable. This project translates curatorial narratives into Linked Data statements, 

enabling integration into catalogues, linking via shared entities, and supporting new 

modes of discovery. 

 

Knowledge Gap: Generous and Contextual Interfaces for Linked Data  

?ĲƚƓŔƣĲШ~ŔƣĦőĲũũШìőŔƣĲũċƽќƚШĦċũũШŉŸƖШůŸƖĲШћŊĲŰĲƖŸƨƚШŔŰƣĲƖŉċĦĲƚќЯ cultural heritage Linked 

Data projects often focus on back-end databases rather than interfaces that expose 

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

Linked Data into Beyond the BookќƚШŔŰƣĲƖŉċĦĲШƣŸШƚƨƓƓŸƖƣШŰċƻŔŊċƣŔŸŰЯШĬŔƚĦŸƻĲƖǃЯШċŰĬШ

interpretation.  
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By addressing these knowledge gaps, my research supports the objectives of the 

Transforming the Early Modern Archive project 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 between myself and members of the project 

teamуeach with their own approach towards framing the collection. Secondly, the structured 

and verbose nature of Linked Data encourages the teasing out of assumptions to make 

ťŰŸƽũĲĬŊĲШċŰĬШƖĲƚĲċƖĦőШĲǂƓũŔĦŔƣЮШ ƚШƚƨĦőЯШůǃШůĲƣőŸĬШŸŉШĦŸŰƻĲƖƣŔŰŊШƣőĲШƣĲċůќƚШĲǂőŔĤŔƣŔŸŰШ

stories and research to Linked Data was partly an editorial exercise conducted in consultation 

with the team. Through this practice I drew out their knowledge and provided additional context 

to their stories, ƣőƨƚШŔŰƣĲƖƓƖĲƣŔŰŊШƣőĲШƣĲċůќƚШƖĲƚĲċƖĦőШŉŸƖШċШŊĲŰĲƖċũШċƨĬŔĲŰĦĲЮШ ƚШƚƨĦőЯШůǃШ

method supported the project's goal to make the Emmerson Collection accessible to a general 

audience. Thirdly, my method ƚǃŰƣőĲƚŔƚĲƚШƣőĲШƓƖŸŢĲĦƣШƣĲċůќƚШƖĲƚĲċƖĦőШĤǃШŔŰƻĲƚƣŔŊċƣŔŰŊЯШƣőƖŸƨŊőШ

modelling, where the exhibition stories overlap. My modelled data set provides a high-level 

snapshot of the items from the collection and links them. ÑőŔƚШƖĲŉũĲĦƣƚШƣőĲШƓƖŸŢĲĦƣќƚШŊŸċũШƣŸШ

investigate what the Emmerson Collection contains. Further, my method demonstrates how 

Linked Data can be incorporated into online exhibitions to provide context for collections, 

ƽőŔĦőШƚƨƓƓŸƖƣƚШƻŔƚŔƣŸƖШŔŰƣĲƖƓƖĲƣċƣŔŸŰЮШ ŊċŔŰЯШƣőŔƚШŸƨƣĦŸůĲШƖĲŉũĲĦƣƚШƣőĲШƓƖŸŢĲĦƣќƚШŊŸċũШƣŸШůċťĲШ

the collection accessible to a general audience. Lastly, my approach considers specialised 

audiences interested in the potential of Linked Data or in reusing it. The Linked Data 

incorporated into Beyond the Book can be exported, albeit from a different system, and 

ƖĲƓƨƖƓŸƚĲĬЮШÑőƨƚЯШĤŸƣőШƣőŔƚШċŰĬШƣőĲШŉŸƖůĲƖШŸƨƣĦŸůĲƚШƚƨƓƓŸƖƣШƣőĲШƓƖŸŢĲĦƣќƚШŊŸċũШƣŸШŔŰƻĲƚƣŔŊċƣĲШ

how the collection can be shared with others.  

 

 This research project delivered two key outcomes: Beyond the Book and this exegesis. 

Together, they make a substantive contribution to knowledge. In the week that followed its 

launch in 2023, Beyond the Book attracted more than 5,000 visitors, with audiences engaging 

with the exhibition for an average of nine minutes and twenty-one seconds per visit. Further, as 

part of the two-ĬċǃШƚǃůƓŸƚŔƨůШůċƖťŔŰŊШƣőĲШĲǂőŔĤŔƣŔŸŰќƚШũċƨŰĦőЯШfШũĲĬШċШƽŸƖťƚőŸƓШŸŰШxŔŰťĲĬШ

Data and data modelling for online exhibition-making, and, with Whitelaw, co-presented on the 

ĲǂőŔĤŔƣŔŸŰќƚШĬĲƻĲũŸƓůĲŰƣЮШ7ŸƣőШƚĲƚƚŔŸŰƚШƽĲƖĲШƽĲũũ-received by approximately 300 audience 

members attending in-person and online. Further, the symposium attracted more than 970 
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registrations across the two days.3 Thus, Beyond the Book directly advances the public 

outreach objectives of the Transforming the Early Modern Archive project. 

 

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 Book addresses 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 online exhibition from inception to interface, and the 

reflective practice underpinning my methodology. The exegesis proposes that my method is 

reproducible if the many and varied factors that influence Linked Data projects and online 

exhibition-makingуand rely on collaborationуare taken into consideration. The chapters are 

organised as follows. 

 

1.1. Chapter  Outline  

Chapter 2 positions the research within the field of online exhibition-making, critiquing the 

ƖĲƓũŔĦċƣŔŸŰШŸŉШƓőǃƚŔĦċũШĲǂőŔĤŔƣŔŸŰШŉŸƖůċƣƚШŔŰШƣőĲШĬŔŊŔƣċũШƖĲċũůЮШÖƚŔŰŊШsŸőċŰŰċШ?ƖƨĦťĲƖќƚШ

ћƓĲƖŉŸƖůċƣŔƻĲШůċƣĲƖŔċũŔƣǃќЯ it argues for data-driven, constellation-like environments that 

enhance visitor meaning-making and blur distinctions between catalogues and exhibitions. 

 

Chapter 3 ĲǂƓũŸƖĲƚШőŸƽШĬċƣċШĦċŰШĦŸŰƻĲǃШċŰШŸĤŢĲĦƣќƚШћċƨƖċќШċŰĬШƖĲũċƣŔŸŰċũШĦŸŰƣĲǂƣЯШ

drawing on the work of Boris Groys, Stéphanie Bertrand, and others. It traces the historical shift 

toward context as central to exhibition-making, proposing that Linked Data supports both 

narrative and junction-making. The chapter outlines a curatorial method that integrates digital 

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 applying events-

based modelling across the full exhibition process, and demonstrates how the project carries 

contextual connections through to the online interface. 

 

 
3 See, Library Board of Victoria, Annual Report 2023ш24 (State Library Victoria, 2024), 29, 
https://www.slv.vic.gov.au/sites/default/files/SLV_Annual_Report_2024_FINAL_web%200.pdf.  
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Chapter 5 details the interdisciplinary methodologies underpinning the research, 

ŔŰĦũƨĬŔŰŊШĬċƣċШůŸĬĲũũŔŰŊЯШŰĲƣƽŸƖťШƻŔƚƨċũŔƚċƣŔŸŰЯШƓőŔũŸƚŸƓőŔĦċũШĦŸŰĦĲƓƣƚШƚƨĦőШċƚШћŉŸũĬŔŰŊќЯ and 

reflective practice from Research through Design. It structures these methods through the 

NeDiMAH Methods Ontology (NeMO), situating the project firmly within the digital humanities. 

 

Chapter 6 describes the practical implementation of methods in Beyond 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 of Beyond the Book, detailing how the 

Linked Data Index captures contextual connections between collection items and related 

entities. It shows how structured data, supplemented with prose and bibliographic references, 

offers transparency into curatorial decision-making. The chapter outlines how visitors can 

explore entities broadly or through seven narrative stories, and reflects on the iterative, 

ĦŸũũċĤŸƖċƣŔƻĲШƓƖŸĦĲƚƚШƣőċƣШƚőċƓĲĬШƣőĲШƚŔƣĲќƚШůƨũƣŔĬŔůĲŰƚŔŸŰċũШŉŸƖůЮ 

 

Chapter 8 reflects on the interdependent factors shaping Beyond 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 perspectives informed decision-making, 

problem-solving, and the reproducibility of the proposed methodology for online exhibition-

making. 

 

 Chapter 9 concludes the exegesis by summarising how Beyond the Book addressed the 

five knowledge gaps outlined above. The chapter reflects on these contributions in relation to 

debates around aura, data and narrative, curatorial methods, and generous interfaces, 

ŸƨƣũŔŰŔŰŊШƣőĲШƓƖŸŢĲĦƣќƚШƣőĲŸƖĲƣŔĦċũЯШůĲƣőŸĬŸũŸŊŔĦċũЯШċŰĬШƓƖċĦƣŔĦċũШƚŔŊŰŔŉŔĦċŰĦĲШŉŸƖШĦƨũƣƨƖċũШ

heritage practice.
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2. Online Exhibitions 
This chapter situates my research project with the practical field of online exhibition-making 

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

current practice typically replicates the format of physical exhibitionsуa label alongside a 

static reproduction of an object. ÖƚŔŰŊШsŸőċŰŰċШ?ƖƨĦťĲƖќƚШŰŸƣŔŸŰШŸŉШћƓĲƖŉŸƖůċƣŔƻĲШůċƣĲƖŔċũŔƣǃќШċƚШ

theoretical framework for analysing the current state of play in online exhibition making, I argue 

that data can create ћconstellationaryќ environments that are fundamental to exhibition-making 

and should therefore be employed within online exhibitions. I situate this argument within 

theories on visitor meaning-making and explain how data can also help 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 of my work on Beyond the Book in 2020 coincided with the closure of cultural 

institutions due to COVID-19 lockdowns. During this time, GLAM institutions (Galleries, 

Libraries, Archives, and Museums) drew on their digitised collections to produce online 

exhibitions and other resources to engage with audiences unable to visit in person. The variety 

ŸŉШĬŔŊŔƣċũШĦŸŰƣĲŰƣШŸŉƣĲŰШůċƖťĲƣĲĬШċƚШћŸŰũŔŰĲШĲǂőŔĤŔƣŔŸŰƚќШƖĲƻĲċũĲĬШƣőĲШŰĲĲĬШŉŸƖШċŰċũǃƚŔƚШŸŉШƣőĲШ

definition of the term. Indeed, there is little consensus on the definition of an online exhibition: 

as David Silver, a media studies academic, stated in 1997 љthe very notion of a virtual exhibition 

is in a perpetual state of flux.њ1 This is a view still held by theorists such as Michael Connor who, 

in 2020, described the љarray of projects that have circulated online in recent years under the 

label of ћŸŰũŔŰĲШĲǂőŔĤŔƣŔŸŰњќШċƚШљĤĲƽŔũĬĲƖŔŰŊЮњ2 Further, the terminology used to define 

exhibitions on the web appears interchangeableуonline exhibitions, digital exhibitions, virtual 

exhibitions, and virtual museums. For instance, in 1997 Silver provided a definition of virtual 

exhibitions that emphasisĲƚШƣőĲШůĲĬŔƨůќƚШformat and echoes the novelty of the web that 

permeated the early 1990s: љStated simply, virtual exhibitions are online, World Wide Web-

based, hypertextual, dynamic collections devoted to a specific theme, topic, concept, or 

idea.њ3 Writing one year later in 1998, information specialist Werner Schweibenz also stated 

 
1 David ÉŔũƻĲƖЯШљfŰƣĲƖŉċĦŔŰŊШ ůĲƖŔĦċŰШ9ƨũƣƨƖĲаШÑőĲШÂĲƖŔũƚШċŰĬШÂŸƣĲŰƣŔċũƚШŸŉШéŔƖƣƨċũШEǂőŔĤŔƣŔŸŰƚЯњШAmerican 
Quarterly 49, no. 4 (1997): 848, https://www.jstor.org/stable/30041813. 
2 Michael Connor, љ9ƨƖċƣŔŰŊШ§ŰũŔŰĲШEǂőŔĤŔƣŔŸŰƚ,њШRhizome, May 13, 2020, 
https://rhizome.org/editorial/2020/may/13/curating -online-exhibitions-pt-1/. 
3 ÉŔũƻĲƖЯШљfŰƣĲƖŉċĦŔŰŊШ ůĲƖŔĦċŰШ9ƨũƣƨƖĲЯњШ826. 

https://rhizome.org/editorial/2020/may/13/curating-online-exhibitions-pt-1/
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that there is љno accepted definitionњ of a virtual museum, and thus provided one that 

incorporates media designer Glen Hoptmanќƚ notion of connectedness: 

 

ÑőĲШљƻŔƖƣƨċũШůƨƚĲƨůњШŔƚШċШlogically related collection of digital 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.4 

 

In 2012, Schweibenz built on his 1998 analysis of virtual exhibitions and defined them in 

opposition to digital collections. Citing library professional Martin Kalfatovic (2002), he states: 

љThe major difference between a digital collection and [a] virtual exhibition is the fact that the 

objects of the latter are carefully chosen to illustrate a theme and tied together by a narrative or 

other relational threads.њ5 Indeed, in his 2002 publication Creating a Winning Online Exhibition: 

A Guide for Libraries, Archives and Museums, Kalfatovic argues that љit is this tight connection 

[between an exhibitionќs idea, objects, and script] that is vital.њ6 In turn, quoting Silver (1997), 

Kalfatovic states that without such a connection, a љvirtual exhibition will ћamount to little more 

than disorganized and decontextualized digital collectionsќЮњ7 Similarly, digital humanities 

researchers Vera Piontkowitz and Manuel 7ƨƖŊőċƖĬƣШĬĲŉŔŰĲШћƻŔƖƣƨĲũũĲŰШ~ƨƚĲĲŰќШыћƻŔƖƣƨċũШ

ůƨƚĲƨůƚќьШŸƖШћ~ƨƚĲƨůƚƖƨŰĬŊęŰŊĲќШыћůƨƚĲƨůШƣŸƨƖƚќьШċƚШċũũШљAngebote online zugänglicher 

Ausstellungen von Kunst und Kulturgüternњ (љoffers of online accessible exhibitions of art and 

cultural assetsњ)уŉƖŸůШƣőĲШƓƖĲƚĲŰƣċƣŔŸŰШŸŉШƓőŸƣŸŊƖċƓőƚШƣŸШћƻŔĬĲŸƚƓŔĲũċƖƣŔŊĲŰШΟΣΜ-Grad-

 
4 ÉĲĲШ]ũĲŰШcŸƓƣůċŰЯШљÑőĲШéŔƖƣƨċũШ~ƨƚĲƨůШċŰĬШÅĲũċƣĲĬШEƓŔƚƣĲůŸũŸŊŔĦċũШ9ŸŰĦĲƖŰƚЯњШŔŰШSociomedia : 
Multimedia, Hypermedia, and the Social Construction of Knowledge, ed. Edward Barrett (The MIT Press, 
1992), EBSCO.; Werner Schweibenz, љÑőĲШћéŔƖƣƨċũШ~ƨƚĲƨůќаШ ĲƽШÂĲƖƚƓĲĦƣŔƻĲƚШŉŸƖШ~ƨƚĲƨůƚШƣŸШÂƖĲƚĲŰƣШ
Objects and Information Using the Internet as a Knowledge Base and Communication System,њШin 
Knowledge-Management und Kommunikationssysteme: Workflow-Management, Multimedia, 
Knowledge-Transfer. Proceedings of the 6th ISI Conference, Prague, November 1998, ed. Harald H. 
Zimmermann and Volker Schramm (UVK Verlagsgesellschaft, 1998), 191. 
5 Werner Schweibenz, љ~ƨƚĲƨůШEǂőŔĤŔƣŔŸŰƚШ- The Real and the Virtual Ones: An Account of a Complex 
Relation,њШUncommon Culture 3, no. 5/6 (2012): 39, 
https://journals.uic.edu/ojs/index.php/UC/article/view/4715.  
6 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 Exhibition, 3.; SilverЯШљfŰƣĲƖŉċĦŔŰŊШ ůĲƖŔĦċŰШ9ƨũƣƨƖĲаШÑőĲШÂĲƖŔũƚШċŰĬШ
Potentials of Virtual Exhibitions,њШ826.   
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Erfahrungen reichќ ыћƻŔĬĲŸШŊċůĲ-like 360-ĬĲŊƖĲĲШĲǂƓĲƖŔĲŰĦĲƚќьЮ8 According to the authors, 

virtual museums focus on communication while online collections support research and 

preservation. 

 

In his most recent overview of virtual museums, Schweibenz attempts to identify a core 

concept of virtual museums by examining the history of the term and related terminology. 

Schweibenz states that љthere is still no generally accepted definitionњ for virtual museums and 

further concludes that a core concept is difficult to identify.9 Similarly, Information Studies 

academic Maribel Hidalgo Urbaneja provides a comprehensive overview of the history of the 

terminology associated with online resources in her attempt to distinguish online exhibitions 

and online publications. In doing so, she examines the overlap between the two terms, stating 

that both љonline exhibitions and publications are used by art museums to present the stories 

of their artworks and collections to the audience.њ10 Quoting Lianne McTavish, a visual culture 

and museum theorist, she states that, like physical exhibitions, both online exhibitions and 

publications use narrative to order љnon-discursive and random collection[s] of objects.њ11  

 

To investigate the differences between online exhibitions and online publications, 

Maribel Hidalgo Urbaneja conducted a љsystematic review of narratology and museum studies 

literature on narratives.њ12 To understand how museums produce their online resources, 

Hidalgo Urbaneja interviewed ten museum professionalsуincluding curators, editors, and 

digital media professionalsуassociated with the development of six online resources. She also 

interviewed a scholarly audience of ƣƽĲŰƣǃШƓĲŸƓũĲШċŰĬШĦŸŰĬƨĦƣĲĬШċШћƣőŔŰť-ċũŸƨĬШƓƖŸƣŸĦŸũќШƽŔƣőШ

these individuals during their viewing of the online resource. Using a ћƣĲǂƣƨċũШċƓƓƖŸċĦőќу which 

љinvolves reading the object of analysis like a text for its narrative structures and strategiesњу

Hidalgo Urbaneja analysed five narratology attributes present in the intervieweesќШresponses 

 
8 Vera Piontkowitz and Manuel Burghardt, љBest Practices für die Gestaltung virtueller Museumsräume,њ 
in Fabrikation von Erkenntnis ш Experimente in den Digital Humanities, eds. Manuel Burghardt et al. 
(Journal for Digital Humanities, 2023), https://doi.org/10.17175/sb005_005_v2. 
9 Werner Schweibenz, љÑőĲШéŔƖƣƨċũШ~ƨƚĲƨůаШ ŰШ§ƻĲƖƻŔĲƽШŸŉШfƣƚШ§ƖŔŊŔŰƚЯШ9ŸŰĦĲƓƣƚЯШċŰĬШÑĲƖůŔŰŸũŸŊǃ,њШThe 
Museum Review 4, no. 1 (2019),  
https://themuseumreviewjournal.wordpress.com/2019/08/02/tmr_vol4no1_schweibenz/. 
10 Maribel Hidalgo Urbaneja, љOnline Exhibitions and Online Publications: Interrogating the Typologies of 
Online Resources in Art MuseumsЯњ International Journal for Digital Art History no. 4 (2019): 3.31, 
https://doi.org/10.11588/dah.2019.4.52672. 
11 Lianne McTavish, љVisiting the Virtual Museum: Art and Experience OnlineЯњ in New Museum Theory 
and Practice, ed. Janet Marstine (Blackwell Publishing Ltd, 2006), 240, 
https://doi.org/10.1002/9780470776230.ch9. 
12 Maribel Hidalgo Urbaneja, љÑŸƽċƖĬƚШċШ?ĲŉŔŰŔƣŔŸŰШŸŉШ?ŔŊŔƣċũШ ċƖƖċƣŔƻĲƚШŔŰШ ƖƣШ~ƨƚĲƨůƚњШ(PhD diss., 
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
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and the online resources they either made or viewed: authorship, readership, temporality, 

spatiality, and mediality.13 Hidalgo Urbaneja concluded that both online exhibitions and online 

publications are љdefined by their narrative and discursive character and that they cannot be 

differentiated by the above attributes.њ14 Rather, she calls on art museums to develop љa 

common taxonomy of online resources which takes into account the many similarities they 

share.њ5 Such a unison, Hidalgo Urbaneja argues, would strengthen љthe links between the 

worlds of publishing, exhibition design, and digital media creationњ and thus љcould foster 

innovation and reinvention.њ15 

 

As Hidalgo Urbaneja argues, narrativity and discursiveness is љa clear nexus pointњ 

between online exhibitions and online publications. The centrality of narratives to exhibitions 

(both physical and online) has been discussed by museum studies scholars such as Leslie 

Bedford, who states that narrative is a key element that makes up љthe exhibition as an artistic 

and educational medium.њ16 However, to develop and structure a curatorial narrative for an 

exhibition, the objects of discussion must first be given or placed within a contextуa setting 

composed of a web of events, tied to which are branches of 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 by humanities data researchers Annika 

Wolff, Paul Mulholland, and Trevor Collins in their discussion of the ontology-supported 

system, Storyspace. They state that, in developing the system, they subscribed to љa 

structuralist view [...] whereby the events of the story are distinct from the telling of it (the 

narrative).њ17 Matthew Nickerson, a library and information science academic, also touches on 

the distinction between context and narratives in his early analysis of online exhibitions, 

describing their ability to љpresent more vivid narratives and deeper contextual information.њ18 

 

 

 

 
13 Rhiannon Mason, љ9ƨũƣƨƖċũШÑőĲŸƖǃШċŰĬШ~ƨƚĲƨůШÉƣƨĬŔĲƚ,њШin A Companion to Museum Studies, ed. 
Sharon Macdonald (Blackwell Publishing Ltd, 2006), 26, https://doi.org/10.1002/9780470996836.ch2. 
14 Hidalgo Urbaneja, љ§ŰũŔŰĲШEǂőŔĤŔƣŔŸŰƚШċŰĬШ§ŰũŔŰĲШÂƨĤũŔĦċƣŔŸŰƚЯњШΟЮΟΞЮ 
15 Ibid., 3.38. 
16 xĲƚũŔĲШ7ĲĬŉŸƖĬЯШљfŰƣƖŸĬƨĦƣŔŸŰ,њШŔŰШThe Art of Museum Exhibitions : How Story and Imagination Create 
Aesthetic Experiences, ed. Leslie Bedford (Taylor & Francis Group, 2014), 13, ProQuest Ebook Central. 
17 Annika Wolff et al., љStoryspace: a story-driven approach for creating museum narratives,њШ
Proceedings of the 23rd ACM Conference on Hypertext and Social Media, Association for Computing 
Machinery (2012): 89, https://doi.org/10.1145/2309996.2310012. 
18 Matthew Nickerson, љéŸŔĦĲƚаШ7ƖŔŰŊŔŰŊШ~ƨũƣŔůĲĬŔċШ~ƨƚĲƨůШEǂőŔĤŔƣƚШƣŸШƣőĲШìŸƖũĬШìŔĬĲШìĲĤ,њШFirst 
Monday 7, no. 5-6 (2002), https://doi.org/10.5210/fm.v7i5.951. 

https://doi.org/10.5210/fm.v7i5.951
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Figure 1. Visualisation of the common distinction between public-facing records and exhibitions. Note, 

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

 

This position, however, highlights a significant issue within cultural heritage institutions: 

an object is decontextualised or stripped of its љcontext of originњ once it enters a museum 

collection. 19 While curatorial narratives can help to recontextualise the object, beyond the 

exhibition it sits largely in isolation. This is, in part, due to the siloed nature of museum records 

as well as the myriad pathways through which objects reach museum collections. This issue is 

highlighted in the definitions cited above that separate online exhibitions from online 

catalogues or databasesуthe common theme being that exhibitions tie objects together 

through narratives, whereas љdigitized collections are indeed nonnarrativeњ (see fig. 1).20 These 

arguments beg the question: Need the two resources (online catalogues and online exhibitions) 

be distinct? Could online catalogues, enriched with structured, contextual information, form 

the basis of curatorial narratives? In turn, could curatorial narratives feed back into online 

catalogues as structured, linked, and contextualised data? The current de-contextualising 

structure of museum records will be returned to later in this exegesis; to complete laying the 

groundwork for the current state of online exhibitions, however, the following section provides 

an overview of the current practice and discourse surrounding online exhibitions. 

 

 

 
19 See љ§ĤŢĲĦƣƚШŸŉШ?ĲƚŔƖĲњШŔŰШSusan Stewart, On Longing: Narratives of the Miniature, the Gigantic, the 
Souvenir, the Collection (John Hopkins University Press, 1993), chap. 5, 
https://doi.org/10.1515/9780822378563. 
20 McTavish, љéŔƚŔƣŔŰŊШƣőĲШVirtual Museum: Art and experience online,њШ241. 

https://doi.org/10.1515/9780822378563
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2.2 Types of Online Exhibitions 

This exegesis does not seek to establish a definition of online exhibitions, or to distinguish them 

categorically from other online resources. As has been shown, 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.21 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 image-plus-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 of each 

type, creating hybrid forms that enhance curatorial impact and audience engagement. 

 

While they are not all marketed as online exhibitions, I have selected the sites outlined 

in this section as examples of these typologies based on what I perceive to be their shared 

objective: to make cultural materials accessible online, ċŰĬШƣŸШċƚƚŔƚƣШƣőĲШƻŔƚŔƣŸƖШƽŔƣőШћůĲċŰŔŰŊ-

makingќ. Indeed, the focus on meaning-making underpins most contemporary approaches to 

exhibitions in cultural institutions. To analyse these types of online exhibitions through the 

framework of contemporary curatorship and exhibition-making, this discussion first provides a 

ĤƖŔĲŉШŸƻĲƖƻŔĲƽШŸŉШћŰĲƽШůƨƚĲŸũŸŊǃќШċŰĬШŔƣƚШĲůƓőċƚŔƚШŸŰШůĲċŰŔŰŊ-making, establishing the 

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 it ћprogressќ, ћindustryќ, ћcraftmanshipќ, ћcompetitionќ or 

otherwise. This mode of display is not dissimilar to the model we see today, whereby objects 

are carefully selected based on their connection to one another, ideally to support a well-

developed overarching theme or narrative. Perhaps the most notable difference between the 

 
21 ÉĲĲШsĲŰŰŔŉĲƖШ~ƨŰĬǃШċŰĬШsċŰĲШ7ƨƖƣŸŰЯШљ§ŰũŔŰĲШEǂőŔĤŔƣŔŸŰƚЯњШŔŰШMuseums and the Web 2013, ed. N. 
Proctor and R. Cherry (Museums and the Web, 2013), 
https://mw2013.museumsandtheweb.com/paper/online -exhibitions.; Shih-Chieh Chen and Yu-Hsuan 
xĲĲЯШљÅĲƚĲċƖĦőШŸŰШÖƚċĤŔũŔƣǃШEƻċũƨċƣŔŸŰШŸŉШ§ŰũŔŰĲШEǂőŔĤŔƣŔŸŰШ ƓƓũŔĦċƣŔŸŰƚЯњШŔŰШHuman-Computer 
Interaction. HCI International, 2023, ed. Masaaki Kurosu and Ayako Hashizume (Springer, 2023), 
https://doi.org/10.1007/978-3-031-35599-8_22.; and ÉőĲŔũċШuЮШcŸŉŉůċŰЯШљ§ŰũŔŰĲШEǂőŔĤŔƣŔŸŰƚШĬƨƖŔŰŊШƣőĲШ
COVID-ΝΦШÂċŰĬĲůŔĦЯњШMuseum Worlds 8, no. 1 (2020): 210т16, 
https://doi.org/10.3167/armw.2020.080115. 

https://mw2013.museumsandtheweb.com/paper/online-exhibitions
https://doi.org/10.1007/978-3-031-35599-8_22
https://doi.org/10.3167/armw.2020.080115
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early international exhibitions and contemporary exhibition-ůċťŔŰŊШŔƚШƣőĲШũċƣƣĲƖќƚШŉŸĦƨƚШŸŰШƣőĲШ

visitor. In theory, the objective of exhibitions has evolved from communicating a propagandic or 

single-sided narrative of human achievement and endeavour, to facilitating audience 

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

transform museums from ћbeing about somethingќШto ћbeing for somebodyќ, which has had a 

significant influence on museum practice.22 This dynamic shift was born from ћnew 

museologicalќ thinking, which rejected the power imbalance and elitism inherent in the inward-

looking ћcurator-scholarќ model of the early twentieth century. New museology saw a shift in 

focus, with scholars and museum practitioners re-examining ƣőĲШůƨƚĲƨůќƚШƚŸĦŔĲƣċũШċŰĬШ

political role, including its duty to the public. With this came a criticism of the focus on museum 

methods. As art historian Peter Vergo argued in 1989: љìőċƣШŔƚШƽƖŸŰŊШƽŔƣőШƣőĲШћŸũĬќШůƨƚĲŸũŸŊǃШ

is that it is too much about museum methods, and too little about the purposes of museums.њ23 

Similarly, in 1990, Stephen Weil, deputy director of the ÉůŔƣőƚŸŰŔċŰќƚШHirshhorn Museum and 

Sculpture Garden, called for all to question whether љour museums make a real differenceњ 

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

excellent than good bookkeeping can make a business flourish.њ24 

 

The 1990s also saw a shift in thinking about how visitors use museumsуhow they 

interact and engage with objects and exhibitions, and how they acquire knowledge. Scholars 

questioned the ћold museologyќ notion of the visitor as a љpassive receptacle waiting to be filled 

with the body of information that constituted cultureњШand argued that people actively construct 

their own meaning when observing an object or exhibition via a process termed ћmeaning-

ůċťŔŰŊќ.25 However, while the concept of meaning-making grew in popularity amongst museum 

scholars, the definition of meaning was contested. As J. Rounds has noted: љMeaning is used to 

cover a vast range of concepts.њ26 While museum studies scholar Lois Silverman has argued 

that visitors find personal significance within museums as they љplace what they encounterу

be it text, object, fact, perspectiveуwithin the context of their experience,њ others have argued 

 
22 Stephen E. Weil, љ[ƖŸůШ7ĲŔŰŊШċĤŸƨƣШÉŸůĲƣőŔŰŊШƣŸШ7ĲŔŰŊШŉŸƖШÉŸůĲĤŸĬǃаШÑőĲШ§ŰŊŸŔŰŊШÑƖċŰƚŉŸƖůċƣŔŸŰШŸŉШ
the American Museum,њШDaedalus 128, no. 3 (1999): 229т58. 
23 Peter Vergo, љfŰƣƖŸĬƨĦƣŔŸŰ,њ in The New Museology, ed. Peter Vergo (Reaktion Books, 1989), 3.  
24 Stephen E. Weil, Rethinking the Museum and Other Meditations (Smithsonian Institution Press, 1990), 
56. 
25 sЮШÅŸƨŰĬƚЯШљ~ĲċŰŔŰŊ-ůċťŔŰŊаШ Ш ĲƽШÂċƖċĬŔŊůШŉŸƖШ~ƨƚĲƨůШEǂőŔĤŔƣƚењШExhibitionist 18, no. 2 (1999): 5.  
26 Ibid.   
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that aspects of exhibition design can influence how visitors make meaning about an object.27 

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

belief that the visitor constructs their own meaning through interactions with objects and the 

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

can be viewed in contrast to librarian and academic ?ċƻŔĬШ~ĦuŔƣƣĲƖŔĦťќƚШŰŸƣŔŸŰШŸŉШћbibliographic 

memoryќ: whereas McKitterick acknowledges that bibliographical memory requires collective 

input, being љbuilt up generation by generation,њ meaning-making is more present and 

individualistic, residing in the љeyes, head, and heart of the particular beholder.њ28 

 

By nature, online exhibitions reflect the fundamentals of meaning-making as they 

operate within a networked system beyond the authority of the museum space, thus providing 

the viewer with some agency. The visitor can choose when they interact with the exhibition; they 

can pause and revisit their interaction and visit external sites to gain more information or delve 

more deeply into an aspect not touched on in depth within the exhibition. As philosopher 

Hubert L. Dreyfus has argued: 

 

The whole of the 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.29 

 

Thus, on the web, information is flattened; it is љorganized horizontally by hyperlinksњ without 

hierarchy or, in the case of exhibitions, without authority.30 Further, the act of traversing an 

online exhibition draws parallels with ћƓũċǃĲƖ-determinedќ technologies such as games, which, 

as argued by curator Barbara Cohen-Stratyner, have ĦŸŰƣƖŔĤƨƣĲĬШƣŸШƣőĲШċƨĬŔĲŰĦĲќƚШљgrowing 

expectations of sharing or usurping authority from the hosting institutions.њ31 In sum, while they 

 
27 xŸŔƚШÉŔũƻĲƖůċŰЯШљéŔƚŔƣŸƖШ~ĲċŰŔŰŊȤ~ċťŔŰŊШŔŰШ~ƨƚĲƨůƚШŉŸƖШċШ ĲƽШ ŊĲЯњШCurator: The Museum Journal 38, 
no. 3 (2010): 162, https://doi.org/10.1111/j.2151-6952.1995.tb01052.x.; For example, see Maja Gro 
Gundersen and Christina BackЯШљÉƓċƣŔċũШůĲċŰŔŰŊ-making: Exhibition design and embodied experience.њШ
in The Future of Museum and Gallery Design, ed. Suzanne MacLeod et. al (Taylor & Francis Group, 2018), 
ProQuest Ebook Central. 
28 ?ċƻŔĬШ~ĦuŔƣƣĲƖŔĦťЯШљÂƨƣƣŔŰŊШƣőĲШÂċƚƣШŸŰШÉőŸƽЮШ§ũĬШ7ŸŸťƚШċŰĬШ9ŸůůƨŰċũШ~ĲůŸƖǃШŔŰШƣőĲШ ŔŰĲƣĲĲŰƣőШ
9ĲŰƣƨƖǃЯњШArchivio Storico Italiano 172, no. 1 (639) (2014): 98, http://www.jstor.org/stable/26226540.; 
ÉŔũƻĲƖůċŰЯШљéŔƚŔƣŸƖШ~ĲċŰŔŰŊȤMaking in Museums for a New Age,њ 161. 
29 Hubert L. Dreyfus, On the Internet (Taylor & Francis Group, 2008), 23, ProQuest Ebook Central. 
30 Ibid. 
31 Barbara Cohen-Stratyner, љ ƨƣőŸƖŔƣǃШċŰĬШ~ĲċŰŔŰŊ-Making in the Digital Era,њШExhibitionist Spring 
(2013): 23. 

https://doi.org/10.1111/j.2151-6952.1995.tb01052.x


15 

 

differ in design and format, online exhibitions are united by their reflection of meaning-making 

principles. 

 

I have identified three current formats of online exhibitions: image-plus-text, virtual 

tours, and data visualisations. I have categorised these types through analysis of a sample of 

online exhibitions produced in collaboration with, by, or hosted by cultural institutions. There 

are many other examples of online exhibitions developed and designed by artists working 

outside of an organisation.32 Indeed, Connor notes that due to the institution's  separation of 

online exhibition-making from curatorial work, љit is not surprising [...] that some of the most 

interesting experiments with the slippage and connection between the gallery and the internet 

come from artists.њ33 Such is the rich history of artists and designers experimenting with 

publishing or creating work online that it is beyond the scope of this exegesis to warrant 

analysis. Furthermore, as the Emmerson Collection 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 to primarily discuss curatorship and exhibition-making as 

they exist within institutional museum practice.  

 

The following analysis of online exhibition categories builds on the work of art and 

media theorists Santos M. Mateos-Rusillo and Arnau Gifreu-Castells who, in their analysis of 

types of online exhibitions, acknowledge the evolution of the role of the visitor in museums and 

exhibitions. While they present a model for analysing types of online exhibitions that overlook 

visitor engagement or interaction factors, their model is concerned with the following three 

categories: how the online space is generated; the selection, arrangement and exhibition of the 

contents; and the relationship between the physical and the virtual exhibitions.34 Similarly, 

 
32 See, for example, Marialaura Ghidini et al., љThe Broken Timeline (TBT)ЯњШ2022, 
https://thebrokentimeline.valiz -makingpublic.net; or Benjamin Egger and Judith Ackermann, љ~Ĳƣċ-
Curating: Online Exhibitions Questioning Curatorial Practices in the Postdigital Age,њШInternational 
Journal for Digital Art History no. 5 (2021): 3.18т3.35, https://doi.org/10.11588/dah.2020.5.72123; or Eva 
Grubinger, љћ9ѻ9Шт Computer Aided Curatingќ (1993-1995) revisitedЯњ in Curating Immateriality: The 
Work of the Curator in the Age of Network Systems, ed. Joasia Krysa (Autonomedia, 2006), 107т15. 
33 See, ~ŔĦőċĲũШ9ŸŰŰŸƖЯШљCurating Online Exhibitions. Part 1: Performance, Variability, ObjecthoodЯњ 
Rhizome, May 13, 2020, https://rhizome.org/editorial/2020/may/13/curating -online-exhibitions-pt-1/. 
[ŸƖШċŰШċŰċũǃƚŔƚШŸŉШőŸƽШƣőƖĲĲШĬŔŉŉĲƖĲŰƣШƣǃƓĲƚШŸŉШћŔŰƚƣŔƣƨƣŔŸŰƚќШт an artist-run space, a commercial gallery, a 
museum, and a biennial т љhave migrated their activity to online platforms,њ see Amorim, João, and Luis 
ÑĲŔǂĲŔƖċЮШΞΜΞΜЮШљ ƖƣШŔŰШƣőĲШ?ŔŊŔƣċũШĬƨƖŔŰŊШċŰĬШċŉƣĲƖШ9ŸƻŔĬаШ ƨƖċШċŰĬШ ƓƓċƖċƣƨƚШŸŉШ§ŰũŔŰĲШEǂőŔĤŔƣŔŸŰƚЮњШ
Rupkatha Journal on Interdisciplinary Studies in Humanities 12 (October), 
https://doi.org/10.21659/rupkatha.v12n5.rioc1s1n2. 
34 Santos M. Mateos-Rusillo and Arnau Gifreu-Castells, љ~ƨƚĲƨůƚШċŰĬШ§ŰũŔŰĲШEǂőŔĤŔƣŔŸŰƚаШ Ш~ŸĬĲũШŉŸƖШ
Analysing and Charting Existing Types,њШMuseum Management and Curatorship 32, no. 1 (2017): 43, 
https://doi.org/10.1080/09647775.2015.1118644.  

https://doi.org/10.11588/dah.2020.5.72123
https://rhizome.org/editorial/2020/may/13/curating-online-exhibitions-pt-1/
https://doi.org/10.21659/rupkatha.v12n5.rioc1s1n2
https://doi.org/10.1080/09647775.2015.1118644
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library and information science researchers Leong Chee Khoon and Chennupati K. Ramaiah  

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

design, content and organisation of information, navigation structure, help information, 

multimedia elements, and total exhibition in general.35 While these studies focus on the design 

and content-selection aspects ŸŉШŸŰũŔŰĲШĲǂőŔĤŔƣŔŸŰƚЯШƣőĲǃШŸƻĲƖũŸŸťШƣőĲШƚŔƣĲƚќШċĤŔũŔƣǃШƣŸШŉċĦŔũŔƣċƣĲШ

interpretation and meaning-making.  As such, I drew in part on visual theorist and cultural critic 

Johanna ?ƖƨĦťĲƖќƚШƚĲůŔŰċũШƣĲǂƣШћPerformative Materiality and Theoretical Approaches to 

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

making. In her article, Drucker calls for a љmodel of humanistic interface designњ that 

љexpose[s] and support[s] the activity of interpretationњ and provides a theoretical framework 

for designing such interfaces.36 ?ƖƨĦťĲƖќƚШƻŔƚŔŸŰШŉŸƖШċШůŸĬĲũШŉŸƖШƣőĲШĬĲƚŔŊŰШŸŉШőƨůċŰŔƚƣŔĦЯШ

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 further, applying it to the digital 

realm by introducing the notion of performative materiality: љÑhe enacted and event-based 

character of digital activityњ whereby љthe idea of a user-consumer is replaced by a maker-

producer, a performer, whose performance changes the game.њ37 While Drucker acknowledges 

that she does not have a љtoolset of solutionsњ for the design of an interpretative or 

performative interface, she does offer љsome basic ideas,њ some of which I have applied to the 

following analysis of the three types of online exhibitions.38 

 

Image-plus -text  

A common criticism of online exhibitions is that they will never replicate љthe real thing.њ39 This 

is understandable given that, while љthe idea of an exhibition online is of course not new,њ most 

online exhibitions do not take advantage of the growing possibilities of the digital.40 Instead, 

 
35 Leong Chee Khoon and Chennupati K. Ramaiah, љ?ĲƚŔŊŰШċŰĬШ?ĲƻĲũŸƓůĲŰƣШŸŉШìĲĤ-Based Online 
Exhibitions,њШDESIDOC Journal of Library & Information Technology 34, no. 2 (2014): 101, 
https://doi.org/10.14429/djlit.34.6750 .  
36 sŸőċŰŰċШ?ƖƨĦťĲƖЯШљÂĲƖŉŸƖůċƣŔƻĲШ~ċƣĲƖŔċũŔƣǃШċŰĬШÑőĲŸƖĲƣŔĦċũШ ƓƓƖŸċĦőĲƚШƣŸШfŰƣĲƖŉċĦĲЯњШDigital 
Humanities Quarterly 7, no. 1 (2013), 
http://www.digitalhumanities.org/dhq/vol/7/1/000143/000143.html . 
37 Ibid. 
38 Ibid. 
39 See, for example ƖĲƣĲЯШљÑőĲШÂŸƽĲƖШŸŉШEǂőŔĤŔƣŔŸŰƚШċŰĬШìőĲƣőĲƖШÑőĲǃШ9ŸƨũĬШìŸƖťШ§ŰũŔŰĲвњШMedium, 
June 29, 2020, https://medium.com/arete -stories/the-power-of-exhibitions-and-whether-they-
couldwork-online-198f5ae5407a. 
40 uċŢƚċШcċƖƣŔŊЯШљ~ƨƚĲƨůƚШŔŰШƣőĲШ?ŔŊŔƣċũШÉƓċĦĲаШÉŸůĲШÅĲŉũĲĦƣŔŸŰƚШŸŰШ§ŰũŔŰĲШEǂőŔĤŔƣŔŸŰƚЯњШMedium, June 4, 
2019, https://medium.com/@kajsahartig/museums -in-the-digital-space-some-reflections-on-online-
exhibitions-758a24ca50c4. 

https://doi.org/10.14429/djlit.34.6750
http://www.digitalhumanities.org/dhq/vol/7/1/000143/000143.html
https://medium.com/@kajsahartig/museums-in-the-digital-space-some-reflections-on-online-exhibitions-758a24ca50c4
https://medium.com/@kajsahartig/museums-in-the-digital-space-some-reflections-on-online-exhibitions-758a24ca50c4
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their љimage-plus-textЯњ љvirtual versionњ or љskeuomorphicњШformat attempts to replicate the 

approach to displays commonly seen in physical exhibitionsуwhat philosopher and educator 

Peter Jones calls the љbook-on-the-wallњ approach to exhibitions, that is, an object 

accompanied by extensive labelling.41 For instance, the British Museum has more than fifty 

online exhibitions published via Google Arts & Culture; these exhibitions are typically based on 

a physical exhibitions held at the museum and largely consist of static images alongside short 

label-style texts, as can be seen in The Russegger Atlas (see fig. 2).42  

 

 
Figure 2. ÉĦƖĲĲŰƚőŸƣШŸŉШƣőĲШ7ƖŔƣŔƚőШ~ƨƚĲƨůќƚШċŰĬШ]ŸŸŊũĲШ ƖƣƚШ& 9ƨũƣƨƖĲќƚШŸŰũŔŰĲШĲǂőŔĤŔƣŔŸŰШThe Russegger 

Atlas. 

 

Khoon and Ramaiah appear to accept the image-plus-text format as standard, 

describing online exhibitions as љonline web-based multimedia information systemsњ that are 

љbasically electronic web-based versions of physical exhibitions.њ43 Similarly, Chia-Ching Lin 

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

 
41 ~ƨŰĬǃШċŰĬШ7ƨƖƣŸŰЯШљ§ŰũŔŰĲШEǂőŔĤŔƣŔŸŰƚЯњШШhttp://mw2013.museumsandtheweb.com/paper/online -
exhibitions/.; ÉŔũƻĲƖЯШљfŰƣĲƖŉċĦŔŰŊШ ůĲƖŔĦċŰШ9ƨũƣƨƖĲЯњШ829.; ÉƣĳƓőċŰŔĲШ7ĲƖƣƖċŰĬЯШљ9ƨƖċƣŔŰŊШ§ŰũŔŰĲШ
9ŸũũĲĦƣŔŸŰƚаШÑŸƽċƖĬƚШċŰШ ƨƣőĲŰƣŔĦċũũǃШ?ŔŊŔƣċũЯШ~ĲĬŔċƣŔŸŰШÂƖŸƣŸĦŸũШŉŸƖШ ƖƣШ?ŔŊŔƣŔǍċƣŔŸŰƚЯњШJournal of 
Curatorial Studies 11, no. 1 (2022): 32, https://doi.org/10.1386/jcs_00054_1.; ÂĲƣĲƖШsŸŰĲƚЯШљ~ƨƚĲƨůƚШ
ċŰĬШƣőĲШ~ĲċŰŔŰŊƚШŸŉШÑőĲŔƖШ9ŸŰƣĲŰƣƚЯњШNew Literary History 23, no. 4 (1992): 919, 
https://doi.org/10.2307/469177. 
42 The British Museum, љThe Russegger AtlasЯњ Google Arts & Culture, accessed June 14, 2025, 
https://g.co/arts/i9TKyr5F5ay7JvnJ6.  
43 Khoon and Ramaiah, љ?ĲƚŔŊŰШċŰĬШ?ĲƻĲũŸƓůĲŰƣШŸŉШìĲĤ-Based Online ExhibitionsЯњ 97. 

http://mw2013.museumsandtheweb.com/paper/online-exhibitions/
http://mw2013.museumsandtheweb.com/paper/online-exhibitions/
https://doi.org/10.1386/jcs_00054_1
https://g.co/arts/i9TKyr5F5ay7JvnJ6
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the term online exhibition љtypically refers to a display or showcase of artworks, artifacts, or 

other items that can be viewed through a website or an online platform.њ44 They further state 

that within online exhibitions, the љstructure and format of a traditional physical exhibition is 

mimicked.њ45 However, these types of online exhibitions have been criticised by museum 

professionals, such as Kristy Kokegei, as љuncritical adaptations of our analogue practices to 

the online/digital realm.њ46 Similarly, in her article ћOnline Exhibitions during the COVID-19 

ÂċŰĬĲůŔĦќ (2020), museologist Sheila K. Hoffman declares that љwe are still in the clutches of a 

replacement mentalityњ; that is, our creation of online spaces is still governed by љour 

perception of physical space, with all its limitations.њ47 Citing intellectual  historian Milad 

Doueihi, Hoffman refers to this phenomenon as the ћprint pċƖċĬŔŊůќуwhere the љengrained 

nature of print publication culture is still the inherent model for online formats and the means 

by which we often try to comprehend them.њ48 Echoing cŸŉŉůċŰќƚШċƖŊƨůĲŰƣƚ from a publishing 

perspective, digital humanist Patrick Sahle defines a digital edition in opposition to a digitised 

edition: a digital edition, he states, is not a facsimile of a printed edition, rather it must follow a 

digital paradigm, just as print editions follow a print paradigm. For this reason, Sahle further 

states that љa digital edition cannot be given in print without significant loss of content and 

functionality .њ49 This paradigm between publishing and the image-plus-text online exhibition is 

further critiqued by museum professionals Jennifer Mundy and Jane Burton who state that 

online exhibitions are a љtranslation of a physical exhibition consisting of images of artworks on 

a website, laid out flatly, catalogue style.њ50 

 

Returning to Drucker, within these sites, there is only one ћview systemќуthe user 

(rather than the maker-producer) can either scroll or click hyperlinks to other pages contained 

on a site.51 As such, image-plus-text online exhibitions are mostly љobserver independentњ and 

 
44 Chia-Ching Lin, љ9őċũũĲŰŊŔŰŊШƣőĲШ[ƨƣƨƖĲаШ?ĲƻĲũŸƓůĲŰƣШŸŉШÉƣƨĬĲŰƣƚќШ~ƨũƣŔůŸĬċũШ9ŸůƓĲƣĲŰĦŔĲƚШĤǃШ
Designing an Online Exhibition,њШEntertainment Computing 48 (2024): 3, 
https://doi.org/10.1016/j.entcom.2023.100614. 
45 Ibid. 
46 Kristy Kokegei (@KristyKokegei), љI dislike both terms. They are symptoms of what has been wrong with 
our approach to online/digital in GLAMs for the past 10-20 yrsЯњ Twitter (now X), May 28, 2019,  
https://twitter.com/kajsahartig/status/1133296406566002688 .  
47 Sheila K. Hoffman, љ§ŰũŔŰĲШEǂőŔĤŔƣŔŸŰƚШĬƨƖŔŰŊШƣőĲШ9§éf?-19 Pandemic,њШ213. 
48 Ibid.; see Milad Doueihi, Digital Cultures (Harvard University Press, 2011).  
49 Patrick Sahle, љWhat Is a Scholarly Digital Edition?њ in Digital Scholarly Editing, ed. Matthew James 
Driscoll and Elena Pierazzo (Open Book Publishers, 2016), https://books.openedition.org/obp/3397. 
50 Mundy and Burton, љ§ŰũŔŰĲШEǂőŔĤŔƣŔŸŰƚ,њ http://mw2013.museumsandtheweb.com/paper/online -
exhibitions/. 
51 ?ƖƨĦťĲƖЯШљÂĲƖŉŸƖůċƣŔƻĲШ~ċƣĲƖŔċũŔƣǃШċŰĬШÑőĲŸƖĲƣŔĦċũШ ƓƓƖŸċĦőĲƚШƣŸШfŰƣĲƖŉċĦĲЯњШ
http://www.digitalhumanities.org/dhq/vol/7/1/000143/000143.html . 

https://doi.org/10.1016/j.entcom.2023.100614
https://twitter.com/kajsahartig/status/1133296406566002688
http://mw2013.museumsandtheweb.com/paper/online-exhibitions/
http://mw2013.museumsandtheweb.com/paper/online-exhibitions/
http://www.digitalhumanities.org/dhq/vol/7/1/000143/000143.html
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ƓƖŸůŸƣĲШŸŰĲШƨŰŔƻŸĦċũШƻŔĲƽЯШŔŰШĦŸŰƣƖċƚƣШƣŸШ?ƖƨĦťĲƖќƚШĦċũũШŉŸƖШƓŸũǃƻŸĦċũŔƣǃЮШÑőĲШŔůċŊĲ-plus-text 

format has remained one of the default formats for online exhibitions since the development of 

sites in the ĲċƖũǃШΝΦΦΜƚЮШ[ŸƖШŔŰƚƣċŰĦĲЯШƣőĲШÉůŔƣőƚŸŰŔċŰШxŔĤƖċƖŔĲƚќШΞΜΞΜШŸŰũŔŰĲШĲǂőŔĤŔƣŔŸŰШ

Magnificent Obsessions: Why We Collect ƚőċƖĲƚШƚŔůŔũċƖŔƣŔĲƚШƽŔƣőШƣőĲШÉůŔƣőƚŸŰŔċŰќƚШŸƽŰШΞΜΜΞШ

online exhibition titled Wonder Bound: The Rare Book in Historical Collections (see 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. While Magnificent Obsessions 

featured some updated design elementsуsuch as a recurring motif and a strong colour 

paletteуits image-plus-text format remained the same as Wonder Bound from 2002.  The 

persistence of the image-plus-text model shows how online exhibition-making 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, spaƣŔċũŔƣǃЯШċŰĬШƣőĲШƻŔĲƽĲƖќƚШƖŸũĲШ

in navigating the exhibition experience. 

 

 
Figure 3. Screenshot of the Smithsonian Libraries' online exhibition Magnificent Obsessions: Why We 

Collect , 2020 (detail). 

 
52 Smithsonian Libraries, љ~ċŊŰŔŉŔĦĲŰƣШ§ĤƚĲƚƚŔŸŰƚаШìőǃШìĲШ9ŸũũĲĦƣЯњ accessed June 15, 2025, 
https://library.si.edu/exhibition/magnificent -obsessionsбШШÉůŔƣőƚŸŰŔċŰШxŔĤƖċƖŔĲƚЯШљWonder Bound: The 
Rare Book in Historical 9ŸũũĲĦƣŔŸŰƚЯњ last modified May, 2002, 
https://www.sil.si.edu/Exhibitions/wonderbound/intro.htm .  

https://library.si.edu/exhibition/magnificent-obsessions
https://www.sil.si.edu/Exhibitions/wonderbound/intro.htm
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Figure 4. Screenshot of the Smithsonian Libraries' online exhibition Wonder Bound: The Rare Book in 

Historical Collections, 2002 (detail). 

 

Virtual Tours  

Virtual tours, another ubiquitous type of online exhibitions, typically present a 360-degree 

simulation of an existing physical exhibition or gallery space. While 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 the book. As can be seen in 

ƣőĲШ[ƖŔĦťШ9ŸũũĲĦƣŔŸŰќƚШƣŸƨƖШŸŉШŔƣƚШΞΜΝΤШĲǂőŔĤŔƣŔŸŰШMurillo: The Self-Portraits (fig. 5), the books on 

display are presented as 3D cultural objects.53 Additionally, virtual tours begin to acknowledge 

the position of the viewer, whereby the imagery revealed via the interface is dependent on the 

 
53 ÑőĲШ[ƖŔĦťШ9ŸũũĲĦƣŔŸŰЯШљ~ƨƖŔũũŸаШÑőĲШÉĲũŉ-ÂŸƖƣƖċŔƣƚЯњШaccessed June 15, 2025, 
https://www.frick.org/exhibitions/murillo/virtual .  

https://www.frick.org/exhibitions/murillo/virtual


21 

 

ƻŔĲƽĲƖќƚШĦőŸŔĦĲШŸŉШƓċƣőШƣőƖŸƨŊőШƣőĲШĲǂőŔĤŔƣŔŸŰЮ54 Thus, the viewer can begin to manipulate the 

game but not necessarily change it.55  
 

 
Figure 5. Screenshot of the Frick Collection's virtual tour of its 2017 exhibition Murillo: The Self-Portraits 

(detail). 

 

Data Visualisations  

While often not marketed as online exhibitions, data visualisations 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 example, Codex Atlanticus by The 

Visual Agency in collaboration with Biblioteca Ambrosiana, presents a data visualisation of the 

Codex Atlanticusуthe largest collection of the Italian Renaissance polymath Leonardo da 

éŔŰĦŔќƚШĬƖċƽŔŰŊƚШċŰĬШƣĲǂƣƚШыƚĲĲШŉŔŊЮ 6).56 Using a unique page motif, colour coding, and 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 on-screen, with 

the irrelevant pages shaded out. As such, viewers retain a sense of the scale of the collection 

and how each part relates to the other. In this way, data visualisċƣŔŸŰƚШőĲĲĬШ?ƖƨĦťĲƖќƚШĦċũũШƣŸШ

 
54 ?ƖƨĦťĲƖЯШљÂĲƖŉŸƖůċƣŔƻĲШ~ċƣĲƖŔċũŔƣǃШċŰĬШÑőĲŸƖĲƣŔĦċũШ ƓƓƖŸċĦőĲƚШƣŸШfŰƣĲƖŉċĦĲЯњШ
http://www.digitalhumanities.org/dhq/vol/7/1/000143/000143.html . 
55 Ibid. 
56 ÑőĲШéŔƚƨċũШ ŊĲŰĦǃШċŰĬШ7ŔĤũŔŸƣĲĦċШ ůĤƖŸƚŔċŰċЯШљ9ŸĬĲǂШ ƣũċŰƣŔĦƨƚЯњШaccessed June 15, 2025, 
https://codex -atlanticus.ambrosiana.it/#/ .  

http://www.digitalhumanities.org/dhq/vol/7/1/000143/000143.html
https://codex-atlanticus.ambrosiana.it/#/


22 

 

љcreate environments that are constellationary, so that diagrammatic relations can be used to 

re-order familiar conventions through acts of generative, performative engagement.њ57  

 

 
Figure 6ЮШÉĦƖĲĲŰƚőŸƣШŸŉШÑőĲШéŔƚƨċũШ ŊĲŰĦǃќƚШ9ŸĬĲǂШ ƣũċŰƣŔĦƨƚЯШΞΜΞΜШыĬĲƣċŔũьЮ 

 

?ƖƨĦťĲƖќƚШŰŸƣŔŸŰШŸŉШƓĲƖŉŸƖůċƣŔƻĲШůċƣĲƖŔċũŔƣǃШљis based on the conviction that a system 

should be understood by what it does, not only how it is structured.њ58 Thus, the above 

examples raise a key question regarding online exhibitions: What do they do that the physical 

cannot? This question has been addressed since the 1990s by scholars such as Wendy Thomas 

and Danielle Boily who, in their article ћVirtual Exhibition Production: A Reference Guideќ (1998) 

state: љÑhe virtual exhibition holds limitless data.њ59 Indeed, as demonstrated by Codex 

Atlanticus, digital is the perfect environment for exploring cultural heritage data, which is 

related to, but distinct from, physical objects or texts. As such, the question could perhaps be 

rephrased to: What can data do within the digital space that cannot be done in the physical?  

Returning to Drucker, cultural heritage data is malleable and observer dependent and thus able 

to љshift from conceptions of interface as things and entities to that of an event-space of 

interpretative activity.њ60 Further, it can be linked, creating constellationary environments that 

 
57 Drucker, љÂĲƖŉŸƖůċƣŔƻĲШ~ċƣĲƖŔċũŔƣǃШċŰĬШÑőĲŸƖĲƣŔĦċũШ ƓƓƖŸċĦőĲƚШƣŸШfŰƣĲƖŉċĦĲ,њ 
http://www.digitalhumanities.org/dhq/vol/7/1/000143/000143.html . 
58 Ibid. 
59 Wendy Thomas and Danielle Boily, љéŔƖƣƨċũШEǂőŔĤŔƣŔŸŰШÂƖŸĬƨĦƣŔŸŰаШ ШÅĲŉĲƖĲŰĦĲШ]ƨŔĬĲ,њШMuseums and 
the Web 1998, accessed June 15, 2025, 
https://www.museumsandtheweb.com/mw98/papers/boily/boily_paper.html . 
60 ?ƖƨĦťĲƖЯШљÂĲƖŉŸƖůċƣŔƻĲШ~ċƣĲƖŔċũŔƣǃШċŰĬШÑőĲŸƖĲƣŔĦċũШ ƓƓƖŸċĦőĲƚШƣŸШfŰƣĲƖŉċĦĲЯњШ
http://www.digitalhumanities.org/dhq/vol/7/1/000143/000143.html . 

http://www.digitalhumanities.org/dhq/vol/7/1/000143/000143.html
https://www.museumsandtheweb.com/mw98/papers/boily/boily_paper.html
http://www.digitalhumanities.org/dhq/vol/7/1/000143/000143.html
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highlight the complex networks in which cultural heritage operate. Beyond the interface, 

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

and exhibition-making? The following chapter addresses this question by outlining how data 

can ĲůĤŸĬǃШƣőĲШĦŸŰƣĲǂƣШŸƖШћċƨƖċќШŸŉШċŰШŸĤŢĲĦƣШċŰĬШŔƣƚШƖĲũċƣŔŸŰċũŔƣǃЯШand how it can be used to 

support curatorial practice and meaning-making. 
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3. Data: Aura, Context, Narrative, and Curatorial 
Practice 
This chapter describes the relevance of data to ċŰШŸĤŢĲĦƣќƚШĦŸŰƣĲǂƣ and how it can be employed 

to support curatorial narratives and ћŢƨŰĦƣŔŸŰ-ůċťŔŰŊќШŉŸƖШonline exhibitions. It situates my use 

of data in this research project within theories on ƣőĲШƻċũƨĲШŸƖШћċƨƖċќШof cultural heritage objects; 

the history of exhibition-making; and contemporary curatorial practice. Through this chapter, I 

address knowledge gaps in online exhibition-making, approaches to cultural heritage data, and 

curatorial methods for digital content.    

Firstly, I build on Boris GroysќШŔĬĲċШŸŉШċŰШћċƨƖċШƽŔƣőŸƨƣШobjectsќ to propose that, since 

Walter 7ĲŰŢċůŔŰќƚ notion of ċƨƖċШŔƚШƖŸŸƣĲĬШŔŰШċŰШŸĤŢĲĦƣќƚШőŔƚƣŸƖǃЯШƣőŔƚШauraуor contextуcan be 

captured through data in the absence of the object itself. My position is considered alongside 

digital projects and associated literature that have explored the possibility of digital aura. While 

many of these projects also acknowledge the relevance of context to aura, they tend to rely on 

ĬŔŊŔƣċũШƚƨƖƖŸŊċƣĲƚШƣŸШĦŸůƓĲŰƚċƣĲШŉŸƖШƣőĲШŸĤŢĲĦƣќƚШċĤƚĲŰĦĲЮШÑőĲШĦőċƓƣĲƖШƣőĲŰШƣƨƖŰƚШƣŸШőŸƽШċƨƖċШ

ůċǃШĤĲШĦċƓƣƨƖĲĬШŔŰШĬċƣċШċũŸŰĲЮШ]ƖŸǃƚќШƽŸƖťШƚƨƓƓŸƖƣƚШƣőĲШŔĬĲċШƣőċƣШĬċƣċШĦċŰШĦŸŰƻĲǃШƣőĲШċƨƖċШŸŉШ

an individual object, while Stéphanie BertranĬќƚШƖĲƚĲċƖĦőШŔƚШƨƚĲĬШƣŸШĲǂƣĲŰĬШƣőŔƚШŰŸƣŔŸŰШƣŸШan 

objectќs relationality.  I outline how this research project seeks to capture this ћċƨƖċШŸŉШ

ƖĲũċƣŔŸŰċũŔƣǃќШƣőƖŸƨŊőШxŔŰťĲĬШ?ċƣċЯШċŰШŔŰƣƖŔŰƚŔĦċũũǃШћŰĲƣƽŸƖťĲĬќШĬċƣċШŉŸƖůċƣЮШI argue that, in 

addition to connecting objects, Linked Data can also act as ћparergaќ (ћsupplementќ) to an 

objectуa means to link it to a web of entities (people, places, events, etc.) that all contribute to 

its context.   

 Drawing on the work of Kerstin Smeds and Peter Jones, the chapter outlines how the 

relevance and importance of context to exhibition-making 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 relational, arguing that it is now considered 

fundamental to meaningful exhibition-making and visitor engagement, especially in the digital 

ƖĲċũůЮШ[ƖŸůШőĲƖĲЯШfШŔŰƣƖŸĬƨĦĲШcċŰƚШÖũƖŔĦőШ§ĤƖŔƚƣќƚШŰŸƣŔŸŰШŸŉШћŢƨŰĦƣŔŸŰ-ůċťŔŰŊќШŉŸƖШĲǂőŔĤŔƣŔŸŰ-

making, relating this ƣŸШÉůĲĬƚќШĦŸŰĦĲƓƣШŸŉШћĦŸŰƣĲǂƣ-ĤƨŔũĬŔŰŊќШŉŸƖШƻŔƚŔƣŸƖШůĲċŰŔŰŊ-making. I then 

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, I address another gap in online exhibition making, 

describing how online exhibitions are either composed of data or text to argue that in both 

instances, the capacity to communicate context is limited. I draw on the work of Drucker and 

Lev Manovich to argue that data can support narrative and vice versa. To demonstrate this, I 

conclude by describing how Beyond the Book combines both prose and data to support visitor 

meaning-making, suggesting that this relationship could have practical implications beyond the 

exhibition. Lastly, the chapter addresses the lack of the curatorial methods for developing 

online exhibitions, proposing that digital humanities methodsуsuch as creating modelled 

instancesуcould help strengthen curatorial practices in the digital age. I build on the 

7ĲƖƣƖċŰĬќƚШċƖŊƨůĲŰƣƚШƣŸШƚƨŊŊĲƚƣШƣőċƣШƣőĲШћĬŔƚċƓƓŸŔŰƣůĲŰƣќШŉĲũƣШĤǃШĦƨƖċƣŸƖƚШċŰĬШŸƣőĲƖШůƨƚĲƨůШ

practitioners around online exhibitions is due to this lack of method. From here, I draw parallels 

ĤĲƣƽĲĲŰШ§ĤƖŔƚƣќƚШĬĲƚĦƖŔƓƣŔŸŰШŸŉШőŔƚШĦƨƖċƣŸƖŔċũШƽŸƖťШċƚШŢƨŰĦƣŔŸŰ-making and the practice of 

creating modelled instances and Linked Data related to cultural heritage material, proposing a 

new method of curatorial enquiry for online exhibition-making. I describe how this method 

reinforces the relevance of the curator, where it relies on curatorial expertise to create context 

through data, as well as to mediate this context. I 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, I not only highlight an 

objectќs relationality, but am able to bridge the divide between online exhibitions and 

collections.  

 

3.1 Virtual Auras  

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

ŔŰƣƖŔŰƚŔĦċũũǃШƣŔĲĬШƣŸШƣőĲШŸĤŢĲĦƣќƚШћhere and nowќ, its љpresence in time and space, its unique 

existence at the place where it happens to be.њ1 This unique existence of the original work of art 

includes the љchanges which it may have suffered in physical condition over the years as well as 

the various changes in its ownership.њ2 Consequently, for Benjamin, it is the history of an 

objectу љthe essence of all that is transmissible from its beginning, ranging from its 

substantive duration to its testimonyњуas well as the љhistory which it has experiencedњ that is 

what gives it its aura.3 Mechanical reproductions do not have this history, and thus Benjamin 

 
1 Walter Benjamin, љÑőĲШìŸƖťШŸŉШ ƖƣШŔŰШƣőĲШ ŊĲШŸŉШ~ĲĦőċŰŔĦċũШÅĲƓƖŸĬƨĦƣŔŸŰ,њШin Illuminations , ed. Hannah 
Arendt, trans. Harry Zohn (Schocken, 1968), 220. 
2 Ibid. 
3 Ibid., 221. 



26 

 

concludes: љÑhat which withers in the age of mechanical reproduction is the aura of the work of 

art.њ4 While Benjamin acknowledges that љa work of art has always been reproducibleњ through 

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

photographic negatives, wherein љone can make any number of prints.њ5 Over time, however, 

ƚĦőŸũċƖƚШőċƻĲШċƓƓũŔĲĬШ7ĲŰŢċůŔŰќƚШĦƖŔƣŔƕƨĲƚШƣŸШƣőĲШĬŔŊŔƣċũШŔůċŊĲ.6 More recently, his work has 

been cited by many in their criticism of collection digitisation and online exhibitions.7 

 

 While xŔŰƨƚШ ŰĬĲƖƚƚŸŰШŰŸƣĲƚШƣőċƣШ7ĲŰŢċůŔŰќƚШĲƚƚċǃШŔƚШŸŉƣĲŰШůŔƚŔŰƣĲƖƓƖĲƣĲĬШċƚШċШ

љũċůĲŰƣċƣŔŸŰШŉŸƖШƣőĲШĬĲůŔƚĲШŸŉШǯŰĲШċƖƣƚњ due to the љmass production and consumption of 

cultural productsњ he argues that the text љstrives 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.њ8 Similarly, Susan Hazan argues that Benjamin viewed the forfeiting of aura 

as a љliberating phenomenonЯњ where this enabled the work to meet the beholder halfway in 

љopening new forms of perception [and] the accessibility of art could move from private to 

public, from the elite to the masses.њ9 Indeed, iŉШ7ĲŰŢċůŔŰќƚШŰŸƣŔŸŰШŸŉШċƨƖċШŔƚШƣŔĲĬШƣŸШƣőĲШŸĤŢĲĦƣќƚШ

history and the way the object embodies that history, in lieu of the object, can data highlight this 

history in a way that the object cannot? Could this reassessment of art history and established 

values include a rethinking of data as a љcuratorial objectњ that embodies an aura of its own?10 

~ǃШċƖŊƨůĲŰƣШŉŸƖШƣőĲШћċƨƖċШŸŉШĬċƣċќШĤƨŔũĬƚШŸŰШƣőĲШƽŸƖťШŸŉШart critic, media theorist and 

philosopher Boris Groys who, in his book In the Flow (2016) ŔŰƣƖŸĬƨĦĲƚШőŔƚШŰŸƣŔŸŰШŸŉШћċƨƖċШ

without objectsќ.11 Before aligning my arguments with those of Groys, I will first situate our 

 
4 Ibid. 
5 Ibid., 232.  
6 See, for example, Susan cċǍċŰЯШљÑőĲШéŔƖƣƨċũШ ƨƖċШт Is There Space For Enchantment in a Technological 
World?,њШMuseums and the Web 2001, accessed June 15, 2025, 
https://www.museumsandtheweb.com/mw2001/papers/hazan/hazan.html . 
7 See, for example, João Pedro Amorim and Luís Teixeira, љ ƖƣШŔŰШƣőĲШ?ŔŊŔƣċũШĬƨƖŔŰŊШċŰĬШċŉƣĲƖШ9ŸƻŔĬаШ ƨƖċШ
and Apparatus of Online Exhibitions,њШRupkatha Journal on Interdisciplinary Studies in Humanities 12, no. 
5 (2020), https://doi.org/10.21659/rupkatha.v12n5.rioc1s1n2. 
8 xŔŰƨƚШ ŰĬĲƖƚƚŸŰЯШљìċũƣĲƖШ7ĲŰŢċůŔŰШыΝΦΟΣьШћÑőĲШìŸƖťШŸŉШ ƖƣШŔŰШƣőĲШ ŊĲШŸŉШ~ĲĦőċŰŔĦċũШÅĲƓƖŸĬƨĦƣŔŸŰќЯњШŔŰШ
Classics in Media Theory, ed. Stina Bengtsson et al. (Taylor & Francis Group, 2024), 12, ProQuest Ebook 
Central. 
9 7ĲŰŢċůŔŰЯШљÑőĲШìŸƖťШŸŉШ ƖƣШŔŰШƣőĲШ ŊĲШŸŉШ~ĲĦőċŰŔĦċũШÅĲƓƖŸĬƨĦƣŔŸŰЯњШΞΞΜбШHazanЯШљThe Virtual AuraЯњ 
210. 
10 This term is used by Joasia Krysa in her discussion of systems and curating. She describes how 
systems can not only refer љto 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 systems.њ In this context, Krysa iƚШĬĲƚĦƖŔĤŔŰŊШƣőĲШћĦƨƖċƣŸƖŔċũШ
ŸĤŢĲĦƣќШċƚШƽőċƣĲƻĲƖШƽĲШĬĲĲůШƽŸƖƣőǃШŸŉШĦƨƖċƣŔŸŰЮШÉĲĲШsŸċƚŔċШuƖǃƚċЯШљ9ƨƖċƣŔŰŊШimmateriality:  the work of 
the curator in the age of network systems,њ in Curating immateriality: the work of the curator in the age of 
network systems, ed. Joasia Krysa (Autonomedia, 2006), 14. 
11 Boris Groys, In the Flow (Verso, 2016), 15, Kindle. 

https://www.museumsandtheweb.com/mw2001/papers/hazan/hazan.html
https://doi.org/10.21659/rupkatha.v12n5.rioc1s1n2
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positions within nascent literature ŸŰШћĬŔŊŔƣċũШċƨƖċќШand define them in opposition to suggestions 

that the aura of an object can be captured in its digital surrogate alone.  

 

Digital Surrogates  

Through their analyses of online exhibitions, some scholars have discussed how new 

technologies can assist in creating a digital aura. In these instances, however, the traditional  

curatorial object (the work of art) and the physical exhibition space are merely replaced with 

digital surrogatesуhigh-resolution images of original works displayed in an abstracted digital 

gallery. For instance, creative technologists Franziska Hannß et al. argue that љimmersive image 

worlds can create a strong auratic effect as a digital representation of an exhibition.њ12 In their 

discussion on a student exercise at Technische Universität Dresden to create a virtual 

counterpart to the UŰŔƻĲƖƚŔƣǃќƚШ ƣũċŰƣċШ]ċũũĲƖǃЯШƣőĲШċƨƣőŸƖƚШassociate aura with the digital 

reproduction of artworks in the 3D-modelled space. They suggest that visitors can enter the 

aura of the reproduction by selecting and viewing the reproduction, then interacting with it 

through љadditional informationњ and љsocial exchange with other viewers.њ13 Within the design 

of the virtual counterpart, the aura is represented by a drop shadow underneath the digital 

reproduction as it floats in liminal space. The authors argue that aura is further emphasised by 

their use of a virtual gallery space they term the љwhite planeњуa play on the well-known 

concept of the ћwhite cubeќуwhich aims to minimise visitor distraction from works of art 

through pared-back gallery spaces.14 The white plane achieves the objectives of the white cube 

by abstracting the Atlanta Gallery space, which љfades into the backgroundњ once the visitor 

approaches the aura. Thus, through the white plane, the visitor љreceives the focus on the 

exhibitњ and its aura.15 

 

The study of Hannß et al. focuses on how technologyуsuch as 3D renders of physical 

spacesуas well as design can create a virtual aura through the literal highlighting of digital 

reproductions, and the engagement and interactivity of the visitor with those reproductions. 

They ċƖŊƨĲШƣőċƣШċŰШћċƨƖċƣŔĦШĲŉŉĲĦƣќШŔƚШƓŸƚƚŔĤũĲШƣőƖŸƨŊőШƣőĲШŔůŔƣċƣŔŸŰШŸŉШƖĲċũŔƣǃ, stressing that, 

within online exhibitions љthe sensuality, as well as uniqueness of the artworks should be 

 
12 Franziska Hannß et al., љ7ƖŔŰŊŔŰŊШ?ŔŊŔƣċũШEǂőŔĤŔƣŔŸŰƚШƣŸШLife: Simplify User Guidance through the 
Concept of Aura and White Plane,њШin Proceedings of the 2022 International Conference on Advanced 
Visual Interfaces (Association for Computing Machinery, 2022), 
https://doi.org/10.1145/3531073.3531158.  
13 Ibid. 
14 Ibid. 
15 Ibid. 

https://doi.org/10.1145/3531073.3531158
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emphasised, as if they were designed to be exhibited in real space.њ16 Conversely, while their 

study also concerns 3D virtual spaces,  digital cultural heritage theorists John Hindmarch et al. 

further emphasise 7ĲŰŢċůŔŰќƚШƓŸsition that aura is a product of an objectќƚ history, or in their 

words, its context, which need not necessarily be represented by the object itself. Hindmarch 

et al. suggest that the љmove away from object-centric approachesњ is a product of the 

ћƓĲƖŉŸƖůŔŰŊШůƨƚĲƨůќуa conception of the museum that љplaces as much emphasis on how an 

object is displayed as it does on the object itself [wherein] the museum object [...] becomes 

just another (albeit important) feature of the exhibit as a whole.њ17 The authors align this 

thinking with Western democratic shifts љaway from a pedagogical model to a performative 

oneЯњ with the љĦőċŰŊĲШŔŰШůƨƚĲƨůƚШƖĲǰĲĦƣŔŰŊШƣőĲШŔĬĲċШƣőċƣШƽĲШare no longer so receptive to 

information (or interpretations) handed down to us from an unimpeachable source.њ18 While 

the values of the performing museum draw parallels with meaning-making, in this sense, 

meaning for the visitor is not necessarily derived from the physical 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 narrative яЮЮЮѐШfƣШĦŸƨũĬШĤĲШċƖŊƨĲĬШƣőċƣШċШůƨƚĲƨůќƚШċĦƣŔƻŔƣŔĲƚШ

(storytelling, education and entertainment) justify the objects. If exhibiting an otherwise 

ƨŰƖĲůċƖťċĤũĲШŸĤŢĲĦƣШŔƚШƣőĲШĤĲƚƣШƽċǃШƣŸШƣĲũũШċШƚƣŸƖǃШŸƖШŔůƓċƖƣШŔŰŉŸƖůċƣŔŸŰЯШƣőċƣШŢƨƚƣŔǯĲƚШŔƣƚШ

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.19 

 

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 models as such: 

 

 
16 Hannß et al., љ7ƖŔŰŊŔŰŊШ?ŔŊŔƣċũШEǂőŔĤŔƣŔŸŰƚШƣŸШxŔŉĲЯњ https://doi.org/10.1145/3531073.3531158. 
17 John Hindmarch et al., љ§ŰШéŔƖƣƨċũШ ƨƖċƚаШÑőĲШ9ƨũƣƨƖċũШcĲƖŔƣċŊĲШ§ĤŢĲĦƣШŔŰШƣőĲШ ŊĲШŸŉШΟ?Ш?ŔŊŔƣċũШ
Reproduction,њШin The Routledge International Handbook of New Digital Practices in Galleries, Libraries, 
Archives, Museums and Heritage Sites, ed. Hannah Lewi et al. (Taylor & Francis Group, 2019), 248, 
ProQuest Ebook Central. 
18 Ibid. 
19 Ibid. 

https://doi.org/10.1145/3531073.3531158
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The object has changed from an end-in-itself to a means-to-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.20 

 

Based on this argument, the authors pose the question: љ[Could we] replace all objects in our 

museum with digital copies (or indeed any other information containing object, such as a 

textbook) provided they support the story as e ectively?њ21 While they conclude that љmedium 

is irrelevant; only the message is important,њ Hindmarch et al. acknowledge that museums do 

contain objects, and this is a vital reason why people visit them.22 As such, they argue that aura 

or affectual powerуthat which engenders љan emotional response in the viewerњуis a product 

of a combination of the context of the object, the lived experience of the viewer, and the object 

itself. 23  

 

To support this argument, Hindmarch et al. analyse a project to laser scan the Shipping 

Gallery at the Science Museum in London. The since-replaced physical gallery housed 

approximately 1800 objects related to maritime technology. Before its closure in 2012, the 

Science Museum enlisted the help of University College London to use laser scanning 

technology to create a permanent record of the Gallery. The result was a љseven-ůŔŰƨƣĲШǰǃ-

through videoњ of the space ŰċƖƖċƣĲĬШĤǃШƣőĲШŊċũũĲƖǃќƚШĦƨƖċtor and featuring љcomposed 

incidental music and added sound e ects.њ24 The authors refer to this final product as a 

digitised modelуa digital surrogate that can substitute the object for a љƚƓĲĦŔǯĦЯШƽĲũũ-defined 

purpose.њ25 Hindmarch et al. suggest that one such purpose could be information extraction 

and state that, in such a case, љthe 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 object.њ26 However, Hindmarch et al. consider the 

Shipping Gallery model љnot simply as a carrier of information, but as something viewed in a 

wider context as part of a narrative with the potential for aectual power.њ27 They report that 

online visitors to the digitised model had emotional responses due to their familiarity with the 

 
20 cŔŰĬůċƖĦőШĲƣШċũЮЯШљ§ŰШéŔƖƣƨċũШƨƖċƚЯњШΞΠΥЮ 
21 Ibid. 
22 Ibid. 
23 Ibid., 243. 
24 Ibid., 251. 
25 Ibid., 245. 
26 Ibid., 246. 
27 Ibid., 251. 
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Shipping Gallery and their subsequent sense of nostalgia at the prospect of its closure. 

Similarly, for others, the significance of the gallery and its connection to the history of shipping 

and Britain more broadly is 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 

Archaeology in London. They state that, on its own, the dress does not invoke an emotional 

response. Rather, it was a combination of the label text that provided context by describing how 

the dress was found inside out as if it љhad been taken off and thrown down.њ It was the viewersќ 

subsequent љempathy with the pastњуa result of being able to relate to such an actуand the 

ŸĤŢĲĦƣШŔƣƚĲũŉШƣőċƣШũĲĬШƣŸШŸŰĲШċƨƣőŸƖќƚШљinvoluntary and powerful emotional response.њ28 Thus, the 

authors conclude that љŔƣШŔƚШŰĲŔƣőĲƖШƨŰĦŸůůŸŰШŰŸƖШƓƖŸĤũĲůċƣŔĦШŉŸƖШċŰШŸĤŢĲĦƣќƚШċƨƖċШƣŸШĤĲШċШ

product of the object-plus-context.њ29 However, while the Shipping Gallery project utilised 

scanning technology to provide access to the gallery online, the developers 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 becoming siloed, or ironically de-contextualised or lost, 

much like the Shipping Gallery itself.  

 

Aura Without  an Object  

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

draw some parallels with GroysќШŰŸƣŔŸŰШŸŉШċƨƖċШƽŔƣőŸƨƣШŸĤŢĲĦƣƚ. Where the former suggest that 

digital aura is the combination of context, lived experience and the object itself, Groys argues 

that љdigital archiving [...] ignores the object and preserves the aura.њ30 Groys explains this by 

describing how the flow of time consumes and eventually deteriorates objects without museum 

privilegeуƣőĲШћƣőŔŰŊƚќШƽĲШĬĲĲůШƨŰƽŸƖƣőǃШŸŉШĦŸŰƚĲƖƻċƣŔŸŰШċŰĬШƖĲƚƣŸƖċƣŔŸŰЮШ~ƨƚĲƨůШŸĤŢĲĦƣƚШċƖĲШ

taken out of this flow to be secured and protected; however, in citing Benjamin, Groys argues 

that this results in a loss of its љaura of originality (originality being understood as the original 

placing of the object in space and time).њ31 Yet, within the museum context, and in the absence 

of the ћőĲƖĲШċŰĬШŰŸƽќ of the object there is its metadataуљthe information about the here and 

now of яƣőĲШŸĤŢĲĦƣќƚѐ original inscription into the material flow: photos, videos, textual 

 
28 Ibid., 250. 
29 Ibid., 253. 
30 Groys, In the Flow, 15. 
31 Ibid.  
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testimonies.њ32 Thus, ĤƨŔũĬŔŰŊШŸŰШ7ĲŰŢċůŔŰќƚШĲƕƨċƣŔŸŰШŸŉШƣőĲШőĲƖĲШċŰĬШŰŸƽШƽŔƣőШċƨƖċЯШ]ƖŸǃƚШ

concludes that it is metadataќs ability to captures the here and now of an object that creates an 

љaura without an object.њ33 

 

]ƖŸǃƚќШċƖŊƨůĲŰƣШis echoed by Fiona Cameron who equates the aura of a digitisation 

with information it provides about its parent [the physical object]. For this reason, Cameron 

argues that: 

 

The digitisation is subject to and judged based on a relation of samenessуin respect to 

how well or accurately 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 past.34 

 

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

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

conventions; its di erent human and machine aesthetics, for example.њ35 Thus while both 

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

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

its digital counterpart. In contrast, while Groys ĦŸŰƚŔĬĲƖƚШƣőĲШŸĤŢĲĦƣќƚШůĲƣċĬċƣċШċƚШċƨƖċƣŔĦЯШhis 

arguments focus on the here and now of data related to a single object. In the following section, 

I build on the work of Stéphanie Bertrand to argue that to be considered auratic, data related to 

a cultural  heritage object needs to be connected and enriched with contextual information 

related to the many and varied entities that contributed to the objectќs journey through time and 

space.  ŸƣШŸŰũǃШƽŔũũШƣőŔƚШŉŸƖůШċШƖŔĦőШћƽĲĤШŸŉШůĲċŰŔŰŊќШƖĲũċƣĲĬШƣŸШƣőĲШőĲƖĲШċŰĬШŰŸƽШŸŉШƣőĲШŸĤŢĲĦƣЯШ

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.  

 

 

 

 
32 Ibid [emphasis added]. 
33 Ibid. 
34 Fiona 9ċůĲƖŸŰЯШљTheorising Heritage Collection Digitisations in Global Computational 
InfrastructuresЯњ in The Routledge International Handbook of New Digital Practices in Galleries, Libraries, 
Archives, Museums and Heritage Sites, ed. Hannah Lewi, Wally Smith, Dirk vom Lehn, and Steven Cooke 
(Taylor & Francis Group, 2019), 55, ProQuest Ebook Central. 
35 Ibid., 64. 
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Aura Without Objects : Relationality  

Contemporary art curator, writer and researcher Stéphanie Bertrand suggests that the idea of a 

digital aura is a laudable effort by љsome theorists and digital museologists [...] to set up 

aesthetic experiences characterized by reverence and awe around digital assets.њ36 She 

describes how arguments for a digital aura are concerned with high-fidelity digital copies of 

physical objects, which can ƚƨƖƓċƚƚШ7ĲŰŢċůŔŰќƚШŔĬĲċШŸŉШċƨƣőĲŰƣŔĦity by absorbing part of the 

original object љunder certain conditions.њ37 As Bertrand notes, these arguments tend to 

љreinforce a singular-object approach,њ as they reaffirm the primacy of the љmomentous, face-

to-face encounter with the singular artwork.њ38 As a 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 aura љlargely emphasize user 

experienceњ to tackle the љphenomenological gap between in-gallery experience and digital 

access.њ39 Thus, according to Bertrand, they overlook a digitisationќs љbiographical 

continuity/ coherenceњ or, to quote Benjamin, the љhistory which it has experienced.њ40 

 

While Bertrand does not suggest that a digital or virtual aura is possible, she does argue 

that instead of celebrating the љsingularity of art digitisationsњуfor instance, through 

љphenomenologically richњ digital experiencesуonline exhibitions and collections should 

establish љcomplex semantic relationsњ between art digitisations.41 While Bertrand does not 

offer practical solutions to establishing such semantic relations, she does cite the work of 

another theorist working in this field, that of Gaia Tedone, whose proposed љreflexive curatorial 

methodologyњШinvolves љonline critical tracingњ to љstudy links and patterns and create networks 

of meaning.њ42  ÑĲĬŸŰĲќƚШƣƖċĦŔŰŊШinvestigates how the meaning of a digital object or љnetworked 

imageњ changes as it travels across, and reflects back, the context of online environments, 

revealing a љchain of connections generated by its movement.њ43 Thus, given its objective to 

uncover the context of works via their relationship to one another, ÑĲĬŸŰĲќƚШůĲƣőŸĬШcould be 

employed to create an auratic online exhibition. While ÑĲĬŸŰĲќƚШcuratorial methodology 

responds to the nature of born digital works rather than physical objectsуa common theme in 

 
36 7ĲƖƣƖċŰĬЯШљ9ƨƖċƣŔŰŊШ§ŰũŔŰĲШ9ŸũũĲĦƣŔŸŰƚЯњ 28. 
37 Ibid., 42. 
38 Ibid., 28; Ibid., 40. 
39 7ĲƖƣƖċŰĬЯШљ9ƨƖċƣŔŰŊШ§ŰũŔŰĲШ9ŸũũĲĦƣŔŸŰƚЯњШ42. 
40 Ibid.; BenjaminЯШљThe Work of Art in the Age of Mechanical Reproduction,њ 215. 
41 7ĲƖƣƖċŰĬЯШљ9ƨƖċƣŔŰŊШ§ŰũŔŰĲШ9ŸũũĲĦƣŔŸŰƚЯњШΠΞбШŔĤŔĬЮЯ 41; ibid., 43; ibid., 41. 
42 Ibid., 43. 
43 Gaia Tedone, љÑƖċĦŔŰŊШ ĲƣƽŸƖťĲĬШfůċŊĲƚаШ ŰШEůĲƖŊŔŰŊШ~ĲƣőŸĬШŉŸƖШ§ŰũŔŰĲШ9ƨƖċƣŔŸŰ,њШJournal of Media 
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 include tracing the context surrounding a 

physical object as it travels though time and space, nor where and how objects meet within this 

context.44  Further, while Bertrand states that ÑĲĬŸŰĲќƚ mediation strategy of focusing on the 

digitisation performance within a network is љvital and should be widely implemented,њ she 

acknowledges that it љabandon[s] ċƖƣШŔŰƚƣŔƣƨƣŔŸŰƚќШƣƖċĬŔƣŔŸŰċũШŉŸĦƨƚШŸŰШőŸƽШƻŔƚŔƣŸƖƚоƨƚĲƖƚШ

personally interpret artworks/digitizations at any given point.њ45 Where ÑĲĬŸŰĲќƚШůĲĬŔċƣŔŸŰШ

strategy љeffectively displace[s] the meaning of digitizations onto their performance in the 

networkњ as opposed to how people interpret them, it also does not consider or support 

effective meaning-making. 46 As such, the challenge for the curator ŔŰШĲůƓũŸǃŔŰŊШÑĲĬŸŰĲќƚШ

method is to demonstrate the performance and fluidity  of the online object across љparticular 

assemblagesњ while simultaneously љsecuring meaning and value for society [..] amongst the 

saturation and buzz [...] within the network.47 Finally, ÑĲĬŸŰĲќƚ practice 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, thus it is unstructured and cannot be shared, 

repurposed, or built upon to discover new connections. 

 

Knowledge Gap: Aura of Data  

ÑĲĬŸŰĲќƚШĦŸŰĦĲƓƣШŸŉШƣƖċĦŔŰŊШƚőċƖĲƚШƚŔůŔũċƖŔƣŔĲƚШƽŔƣőШ]ƖŸǃƚќШŰŸƣŔŸŰШŸŉШċƨƖċШƣőƖŸƨŊőШůĲƣċĬċƣċЯШas 

well as cŔŰĬůċƖĦőШĲƣШċũЮќƚШƣőĲŸƖŔĲƚШŸŰШĦŸŰƣĲǂƣ-plus-ŸĤŢĲĦƣШċŰĬШ7ĲƖƣƖċŰĬќƚШċƖŊƨůĲŰƣШŉŸƖШƣőĲШ

establishment of љcomplex semantic relations between [art digitisations].њ These all 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 metadata related to single objects and in terms of unstructured documents and 

resources: photos, videos, textual testimonies.48 In addition to reinforcing the notion of the aura 

of a single object, such unstructured data is presumably siloed and disconnected, denying the 

object ċŰШћċƨƖċШŸŉШƖĲũċƣŔŸŰċũŔƣǃќ.  

 

 
44 Although Tedone does briefly explain how she explored љtwo parallel tracks of investigationњуtracing 
the object (in this case a T-shirt) as both a physical object and a digital image. However, her attempts to 
trace the physical object were largely unsuccessful: Much like the sparse information captured in 
cataloguing records, Tendone was only able to discover basic information on the physical t-shirtуљits 
label, which contained the most salient information, including the place and year of production, material 
and size.њ ÑĲĬŸŰĲЯШљÑƖċĦŔŰŊШ ĲƣƽŸƖťĲĬШfůċŊĲƚаШ ŰШEůĲƖŊŔŰŊШ~ĲƣőŸĬШŉŸƖШ§ŰũŔŰĲШ9ƨƖċƣŔŸŰЯњШ53, 54. 
45 7ĲƖƣƖċŰĬЯШљ9ƨƖċƣŔŰŊШ§ŰũŔŰĲШ9ŸũũĲĦƣŔŸŰƚЯњШΠΠЮ 
46 Ibid.  
47 Ibid. 
48 Groys, In the Flow, 15.  
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This research project addresses this gap, building on the projects and literature outlined 

above to develop a method for online exhibition-making that seeks to capture the aura (context) 

of physical objects by making explicit the junctions between them, through data. In addition to 

mediating and communicating context surrounding a collection of objects, this method 

captures this information in data in a format that can be fed back into catalogues or other 

resources, enabling its reuse and/or reinterpretation. I draw ŸŰШ]ƖŸǃƚќШŰŸƣŔŸŰШŸŉШċƨƖċШƽŔƣőŸƨƣШ

objects as well as his argument that metadata facilitates interpretation of the museum object 

which it has љalways neededњ to substitute for its љlost aura.њ49 In this regard, the role of the 

curator is to determine the shape and content of the metadata. However, in contrast to Tedone 

who ƚƣċƣĲƚШƣőċƣШŔƣШŔƚШƣőĲШĦƨƖċƣŸƖќƚШƖĲƚƓŸŰƚŔĤŔũŔƣǃШљto designate context and fix meaning,њ I argue 

that the curator should provide context in a way that can be navigated by the audience to 

facilitate meaning-making.50 I seek to demonstrate, through Beyond the Book and this exegesis, 

that this can be achieved through Linked Data, which is an intrinsically ћnetworkedќ data format 

a therefore compatible with online exhibitions. Further, I argue that, in addition to meeting the 

ĤĲőŸũĬĲƖШőċũŉƽċǃЯШĬċƣċШĦċŰШƣċťĲШƣőĲШƻŔĲƽĲƖШċƽċǃШŉƖŸůШƣőĲШŸĤŢĲĦƣШƣŸШĲǂƓũŸƖĲШƣőĲШůċŰǃШћƖĲũċƣŔŸŰċũШ

ƣőƖĲċĬƚќШƖĲũĲƻċŰƣШƣŸШŔƣ у something that the physical object cannot do.51 Benjamin himself 

touched upon the limitations of the here and now of the physical as well as the ћŉũĲǂŔĤŔũŔƣǃќШŸŉШƣőĲШ

copy when he stated that the љtechnical reproduction can put the copy of the original into 

ƚŔƣƨċƣŔŸŰƚШƽőŔĦőШƽŸƨũĬШĤĲШŸƨƣШŸŉШƖĲċĦőШŉŸƖШƣőĲШŸƖŔŊŔŰċũШŔƣƚĲũŉЮњ52 For this reason, building on the 

works of Lianne ~ĦÑċƻŔƚőЯШĬċƣċШĦċŰШĤĲШƚĲĲŰШċƚШћƓċƖĲƖŊċќа a means to link the object to a wider 

world. The following section explains how I employed the notion of parerga as a framework for 

evaluating the contribution  Linked Data can make to an online exhibition. I argue that, like 

parerga, data can supplement what is ћmissingќ from the objectуits context. Thus, data has an 

aura of its own.  

 

Data as Parerga 

McTavish draws on Jacques ?ĲƖƖŔĬċќƚШŰŸƣŔŸŰШŸŉШћƓċƖĲƖŊŸŰќ to describe how virtual reality 

galleries reflect the framing devices of physical galleries to љsimultaneously produce and 

challenge binary distinctions between essence and ornament, the art work and its exteriorЮњ53 

She argues that virtual galleries achieve an illusion of space by retaining the parerga or ћby-

 
49 Groys, In the Flow, 15. 
50 Tedone, љÑƖċĦŔŰŊШ ĲƣƽŸƖťĲĬШfůċŊĲƚЯњШ51. 
51 ÉĦőƽĲŔĤĲŰǍЯШљ~ƨƚĲƨůШEǂőŔĤŔƣŔŸŰƚШ- The Real and the Virtual OnesЯњШΟΦЮШ 
52 7ĲŰŢċůŔŰЯШљÑőĲШìŸƖťШŸŉШ ƖƣШŔŰШƣőĲШ ŊĲШŸŉШ~ĲĦőċŰŔĦċũШÅĲƓƖŸĬƨĦƣŔŸŰЯњШΞΞΜЮ 
53 McTavish, љéŔƚŔƣŔŰŊШƣőĲШéŔƖƣƨċũШ~ƨƚĲƨůЯњШ231. 
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ƽŸƖťќШŸŉШƓőǃƚŔĦċũШƚƓċĦĲƚаШљPolychrome ǰŸŸƖЯШĤċƖƖĲũ-ƻċƨũƣĲĬШĦĲŔũŔŰŊƚЯШċŰĬШůċŊŰŔǯĦĲŰƣШƽŔŰĬŸƽƚШ

pictured in the Michelangelo gallery of the virtual Louvre Museum, for exampleЮњ54 However, like 

Derrida who challenged Immanuel uċŰƣќƚШĤĲũŔĲŉШƣőċƣШƣőĲƚĲШparerga are ornamental, McTavish 

believes they are crucial to the љcritical appreciation of the role of ůƨƚĲƨůƚњ as they љproduce 

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

decontextualised as it is displayed in a space that is not neutral.55 In addition to establishing 

boundaries for the work, however, parerga also extend it or, as Janet Marstine states, they link 

the work to a wider world.56 As McTavish argues, in the case of the museum as parerga, this is 

achieved through the fixtures, lighting design, audio tours etc. that ћĬŔƚƣƖċĦƣќШƣőĲШƻŔĲƽĲƖ, thus 

disallowing љauthentic ...personal, intellectual, and spiritual encounters with art worksЮњ57 

However, to acknowledge parerga is to acknowledge that something is missing from the 

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

because of the lackуa certain ћŔŰƣĲƖŰċũќ indeterminationуin the very thing it enframesЮњ58 

 

Thus, in this sense, context serves as parerga to the object as it provides the object with 

meaning by placing it within historical time and placeуsomething that the sedentary museum 

object cannot do alone. This position again builds on that of Groys who argues that it is the 

documentation of artworks, more so than the objects themselves, that can reach a broad 

audience. It therefore follows that online exhibitions should experiment with 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. However, it is for this reason that 

]ƖŸǃƚќШċƖŊƨůĲŰƣƚШŸŰШƣőĲШĦĲŰƣƖċũŔƣǃШŸŉШĲƻĲŰƣƚШƣŸШĦŸŰƣĲůƓŸƖċƖǃШċƖƣШĦċŰШċũƚŸШĤĲШċƓƓũŔĲĬШƣŸШċШ

collection of predominantly sixteenth century books. Groys describes how contemporary art 

collaborates with the flow of time and thus contradicts љċƖƣќƚШŸƖŔŊŔŰċũШƓƨƖƓŸƚĲаШƣŸШƽŔƣőƚƣċŰĬШ

[itѐЮњ59 He states that contemporary art does so by imitating the immaterial future љin which 

things now contemporary will disappearЮњ60 Instead of artworks, such a future is capable of 

 
54 Ibid., 230. 
55 Ibid., 231. 
56 Janet Marstine, New Museum Theory and Practice: An Introduction (John Wiley & Sons, Incorporated, 
2005), 4, ProQuest Ebook Central.  
57 ~ĦÑċƻŔƚőЯШљéŔƚŔƣŔŰŊШƣőĲШéŔƖƣƨċũШ~ƨƚĲƨůЯњШΞΟΝ. 
58 Jacques Derrida, љÑőĲШÂċƖĲƖŊŸŰ,њШtrans. Craig Owens, October 9 (1979): 33, 
https://doi.org/10.2307/778319.  
59 Ibid., 11. 
60 Ibid., 13. 

https://doi.org/10.2307/778319
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producing temporary activities such as artistic performances, exhibitions, and events. Groys 

argues that, instead of being љpreserved and contemplated like traditional artworksЯњ these 

events can be љdocumented, ћcovered,ќ narrated and commented onЮњ61 Furthermore, where 

љtraditional art produced art objectsЯњ Groys argues that љcontemporary art produces 

information about art eventsЮњ62 

 

 While the Emmerson Collection is made up of extant physical books, ċũũШƣőĲШĤŸŸťƚќШ

histories are fundamentally ћeventsќ and can be documented as such. For instance, John Milton 

writing Paradise Lost is an event, so too is John Emmerson viewing a copy of The Book of 

Common Prayer in љa country church near Oxford,њ which influenced his decision to purchase 

his first antiquarian book (another event).63 Furthermore, while these objects embody their own 

unique history (or authenticity), their histories also intertwine. As a collector, John Emmerson 

decided to focus on books љƓƨĤũŔƚőĲĬШŸƖШявѐШƖĲƓƨĤũŔƚőĲĬШŔŰШƖĲƚƓŸŰƚĲШƣŸШƣőĲШŊƖĲċƣШƓŸũŔƣŔĦċũШ

events of the seventeenth centuryЮњ64 Such 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 its context.  

 

Rouhan Mao and Yi Fu build on the Latin origin of the word contextуfrom ћcontexereќШ

meaning ћƣŸШƽĲċƻĲШŸƖШŢŸŔŰШƣŸŊĲƣőĲƖќуto propose a definition of context 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 time and 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 utilised.65 

  

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 Ibid., 14. 
62 Ibid.  
63 sŸőŰШEůůĲƖƚŸŰЯШљÑőĲШEċƖũǃШEĬƨĦċƣŔŸŰШŸŉШċШ7ŸŸťШ9ŸũũĲĦƣŸƖЯњШÑőĲШ7ŸŸťШ9ŸũũĲĦƣŸƖШΣΟЯШŰŸЮШΟШыΞΜΝΠьаШΟΣΦЮ 
64 Ibid., 382. 
65 ÅƨŸőċŰШ~ċŸШċŰĬШòŔШ[ƨЯШљfŰƣĲƖƽĲċƻŔŰŊШ~ƨũƣŔƓũĲШ9ŸŰƣĲǂƣƚШŉŸƖШ§ĤŢĲĦƣƚШŔŰШ~ƨƚĲƨůШEǂőŔĤŔƣŔŸŰƚаШ Ш
9ŸŰƣĲǂƣƨċũШ ƓƓƖŸċĦőЯњШMuseum Management and Curatorship 37, no. 5 (2022): 493, 
https://doi.org/10.1080/09647775.2021.1914141. 
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contextуthe nexus that connects all contextual relations. Yet, to create a rich web of context, 

ċŰĬШƚƨĤƚĲƕƨĲŰƣũǃШŰċƖƖċƣŔƻĲЯШŉŸƖШċŰШŸĤŢĲĦƣЯШŸŰĲШůƨƚƣШŊŸШћĤĲǃŸŰĬќШƣőĲШŸĤŢĲĦƣШŔƣƚĲũŉШƣŸШĦƖĲċƣĲШ

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: 

 

TŸШĦŸŰĦĲŔƻĲШћůƨƚĲƨůШŸĤŢĲĦƣќШыƣőċƣШŔƚШċŰШŸĤŢĲĦƣШƣőċƣШőċƚШĤĲĲŰШƚĲũĲĦƣĲĬШċŰĬШĦŸũũĲĦƣĲĬШ

from another external, localised everyday context and placed within the frame of the 

ůƨƚĲƨůьЯШŔƚШŉƨŰĬċůĲŰƣċũũǃШƣŸШĦŸŰĦĲŔƻĲЯШĤǃШĬĲǯŰŔƣŔŸŰЯШċШůŸũĲĦƨũĲШŸŉШŔŰƣĲƖĦŸŰŰĲĦƣŔŰŊШ

pieces of information.66 

 

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

response to the English Civil War (1642т51). While the books and pamphlets alone, through 

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

audience to appreciate why they were produced and used, a broader story needs to be told. For 

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

K. Charles I alone will give a detailed account of the trial of the king, in order to enhance the 

ƻŔĲƽĲƖќƚШŔŰƣĲƖƓƖĲƣċƣŔŸŰЯШĦŸŰƣĲǂƣШŰĲĲĬƚШƣŸШĤĲШŊŔƻĲŰШŔŰШƣőĲШŉŸƖůШŸŉШƣőĲШĲƻĲŰƣƚШċŰĬШǍĲŔƣŊĲŔƚƣШ

preceding the trial, before the item itself was created.67  What did Charles I 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 the љcomplex 

interrelated ŰĲƣƽŸƖťњ that is the web.68 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 context be provided in the first instance. 

As shown 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 

 
66 Ross Parry, Recoding the Museum: Digital Heritage and the Technologies of Change (Taylor & Francis 
Group, 2007), 80, ProQuest Ebook Central.  
67 Charles I, John Phelps, and John Nalson, A 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 J. Nalson, LL D. Jan. 4. 1683. With a Large Introduction (Printed by 
H[enry]. C[larke]. for Thomas Dring, 1684). 
68 cċǍċŰЯШљÑőĲШéŔƖƣƨċũШ ƨƖċЯњШΞΝΟЮбШ ŰŰĲƣШ?ĲťťĲƖШċŰĬШ]ċŔċШÑĲĬŸŰĲЯШљ ĲƣƽŸƖťĲĬШ9Ÿ-Curation: An 
Exploration of the Socio-ÑĲĦőŰŔĦċũШÉƓĲĦŔŉŔĦŔƣŔĲƚШŸŉШ§ŰũŔŰĲШ9ƨƖċƣŔŸŰЯњШ ƖƣƚШΥЯШŰŸЮШΟШыΞΜΝΦьаШΝЯШ
https://doi.org/10.3390/arts8030086. 
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communicated through text, it can also be captured in dataуdata which, when modelled and 

ũŔŰťĲĬЯШĦċŰШĲǂƓƖĲƚƚШƣőĲШƖĲũċƣŔŸŰċũШŰĲƣƽŸƖťƚШƣőċƣШĦŸŰƣƖŔĤƨƣĲШƣŸШċŰШŸĤŢĲĦƣќƚШċƨƖċЮШ 

 

3.2 Context and Exhibitions  

The following section explores how context has become central to exhibition-making, reflecting 

broader shifts in the role of collecting institutions. Drawing on the work of Kerstin Smeds and 

Peter Jones, I trace the evolution of context within exhibitionsуfrom absent, to didactic, to 

relationalуto show how it now shapes both curatorial approaches and visitor engagement. I 

argue that, for online exhibition-making, context can be encoded in data to form rich auratic 

networks around objects.  

 

Historical Background  

Prior to the twentieth century, the function of the collecting intuition was to care for its 

ĦŸũũĲĦƣŔŸŰЯШőĲŰĦĲШƣőĲШŸƖŔŊŔŰƚШŸŉШƣőĲШƽŸƖĬШћĦƨƖċƣŸƖќШŉƖŸůШƣőĲШxċƣŔŰШћĦƨƖċ,ќШůĲċŰŔŰŊШћƣŸШĦċƖĲќЮШÑőĲШ

audience was not considered within this function other than as the passive receiver of 

knowledge from the curator-scholar, or from the object itself. Smeds argues that this is due to 

the intimate association between the development ŸŉШůƨƚĲƨůƚШċŰĬШƣőĲШљĬĲƻĲũŸƓůĲŰƣШŸŉШƣőĲШ

sciences and the artsЮњ69 She states that љmany of the sixteenth and seventeenth century 

cabinets of Naturalia, Artificialia and Curiosities were assembled by scholars linked to libraries 

ċŰĬШƨŰŔƻĲƖƚŔƣŔĲƚШċŰĬШƽĲƖĲШƨƚĲĬШŉŸƖШƖĲƚĲċƖĦőШċŰĬШĲĬƨĦċƣŔŸŰċũШƓƨƖƓŸƚĲƚЮњ70 For this reason, 

objects in these љcabinets and museumsуƣőċƣШŔƚаШĲǂőŔĤŔƣŔŸŰƚњШƽĲƖĲШĬŔƚƓũċǃĲĬШċĦĦŸƖĬŔŰŊШƣŸШ

scientific modes of classification, reflecting the Enlightenment ideology of control over nature 

through order.71 ÑőĲƚĲШĲǂőŔĤŔƣŔŸŰƚШċŔůĲĬШƣŸШĦŸůůƨŰŔĦċƣĲШћŸĤŢĲĦƣŔƻĲШƣƖƨƣőƚќШċĤŸƨƣШƣőĲШƽŸƖũĬШċŰĬШ

offered љno information about the origin and previous ownership of objects, nor about their 

ƚŸĦŔċũШŸƖШŸƣőĲƖШĦŸŰƣĲǂƣƚЮњ72 The visitor, Smeds argues, was љƚƨƓƓŸƚĲĬШƣŸШћũĲċƖŰќШƚŸůĲƣőŔŰŊШŢƨƚƣШ

ĤǃШũŸŸťŔŰŊЮњ73 

 

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

context and pedagogy in cultural institutions.74 During this time, the museum became a more 

 
69 Kerstin Smeds, љOn the Meaning of ExhibitionsуExhibition Épistèmes in a Historical Perspective,њ 
Designs for Learning 5, no.1т2 (2012): 51, https://doi.org/ 10.2478/dfl-2014-0004. 
70 Ibid. 
71 Ibid. 
72 Ibid., 58. 
73 Ibid., 59. 
74 Ibid., 60. 
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democratic space whereby љcitizens and their leaders would come together to express their 

collective political identity ,њ thus texts were needed for љcommon peopleњ to љunderstand 

ċŰǃƣőŔŰŊШŸŉШƣőĲШĦŸŰƣĲŰƣƚШŸŉШƣőĲШůƨƚĲƨůЮњ75 According to Smeds, the objective of these texts 

was to provide љĦŸůƓƖĲőĲŰƚŔĤũĲШĦŸŰƣĲǂƣШċŰĬШőŔƚƣŸƖŔĦċũШƖĲĦŸŰƚƣƖƨĦƣŔŸŰњШƣŸШŊƨŔĬĲШƣőĲШƻŔĲƽĲƖШŔŰШ

their meaning-making and in љћũĲċƖŰŔŰŊќШċĤŸƨƣШũŔŉĲШŔŰШƣőĲШƓċƚƣЮњ76 

 

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 љћbook-on-the-wallќ approach to ĲǂőŔĤŔƣŔŸŰƚњ is љunderstandably 

anathema to most ĬĲƚŔŊŰĲƖƚњ but argues that these texts are necessary, as љcontents on 

display call for thought by the visitor, not merely casual ocular encounterЮњ77 He states that 

objects љdo not have meaning of themselvesњ ċŰĬШĦƖŔƣŔĦŔƚĲƚШƣőĲШŰŸƣŔŸŰШŸŉШċƖƣШŉŸƖШċƖƣќƚШƚċťĲ: љÑhe 

two central and interconnected tasks [of a museum]Яњ argues Jones, are љto understand the 

internal nature of a thing considered apart from all others, and also its relations with other 

thingsЮњ78 According to Jones, during the nineteenth centuries an љundue ĲůƓőċƚŔƚњ was placed 

on the former while љemphases on processes and relations between ƣőŔŰŊƚњ were љdismissed 

as philistinismЮњ79  

 

The movement towards understanding and communicating the meaning of objects 

ƣőƖŸƨŊőШƣőĲŔƖШĦŸŰƣĲǂƣШċŰĬШƖĲũċƣŔŸŰċũŔƣǃШĦċŰШĤĲШĬĲůŸŰƚƣƖċƣĲĬШƣőƖŸƨŊőШcċŰƚШÖũƖŔĦőШ§ĤƖŔƚƣќƚШ

description of his curatorial work. Obrist, one of the most well-known contemporary art 

curators and theorists working todayЯШĬĲƚĦƖŔĤĲƚШћŢƨŰĦƣŔŸŰ-ůċťŔŰŊќШċƚШŉƨŰĬċůĲŰƣċũШƣŸШőŔƚШƖŸũĲШċƚШ

curator, and for his exhibition-making. He states: љfШƣőŔŰťШŉŸƖШůĲШŔƣќƚШċũũШċĤŸƨƣШŢƨŰĦƣŔŸŰ-making. 

Curating is all about making junctions between people, between objects, quasi-objectsЮњ80 

§ĤƖŔƚƣќƚШƖĲŉĲŰĦĲШƣŸШƣőĲШŉƨŰĬċůĲŰƣċũШƖĲũċƣŔŸŰċũШŰċƣƨƖĲШŸŉШĲǂőŔĤŔƣŔŸŰƚШċŰĬШĦŸũũĲĦƣŔŸŰs does not 

stand in isolation, nor is it new. Quoting William James in 1992, Susan Stewart contrasted the 

ĲƚƚĲŰĦĲШŸŉШċШћőƨůċŰќШĦŸũũĲĦƣŔŸŰШƽŔƣőШƣőĲШĤĲőċƻŔŸƨƖШof a wood rat. Steward stated that where 

the wood rat collected silver, tobaccos, watches etc. without seriality and for their sensory 

ƕƨċũŔƣŔĲƚШċũŸŰĲЯШƣőĲШőƨůċŰќƚШыőŸĤĤǃŔƚƣќƚьШĦŸũũĲĦƣŔŸŰШőċƚШƚŔŊŰŔŉŔĦċŰĦĲШŉŸƖШƣőĲШŸĤŢĲĦƣƚќШƖĲũċƣŔŸŰШƣŸШ

 
75 ÉůĲĬƚЯШљ§ŰШƣőĲШ~ĲċŰŔŰŊШŸŉШEǂőŔĤŔƣŔŸŰƚЯњШΣΜЮШ 
76 Ibid., 61. 
77 Jones, љMuseums and the Meanings of their ContentsЯњШ919.  
78 Ibid., 915т16. 
79 Ibid., 915. 
80 Hans Ulrich Obrist, љHans Ulrich Obrist on What It Means to Be a Curator in a Time of Rapid ChangeЯњШ
https://www.sundance.org/blogs/hans -ulrich-obrist-on-what-it-means-to-be-a-curator-in-a-time-of-
rapid-change-3/.  

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, via љthe seriality that such a relation impliesЮњ81 Thus, to the rat, the objects in its 

collection are љintrinsic objects, objects complete in themselvesЮњ82 Alternatively, the human 

accepts differentiation as the very basis for the existence of a collection, for as Steward notes, 

љto group objects in a series because they are ћthe ƚċůĲќ is to simultaneously signify their 

differenceЮњ83 

 

Echoing the principles of new museology, both Smeds and Jones argue that the visitor is 

now central to museum practices and exhibition-making. For Jones, centralisation of the visitor 

ċŰĬШƣőĲŔƖШŔŰƣĲƖƓƖĲƣċƣŔŸŰШŸŉШŸĤŢĲĦƣƚШƽŔƣőŔŰШƣőĲШĲǂőŔĤŔƣŔŸŰШƚƓċĦĲШůĲċŰƚШљċШĦĲƖƣċŔŰШċůŸƨŰƣШŸŉШ

demystification and dethroning by means of emphasis on the contexts in which objects might 

be fruitfully approachedЮњ84 Writing twenty years later, Smeds states that to tackle museum 

fatigue in visitors who are now љőĲċƻŔũǃШũŸċĬĲĬњШƽŔƣőШŔŰŉŸƖůċƣŔŸŰШƣőƖŸƨŊőШƽċũũШũċĤĲũƚЯШůƨƚĲƨůƚШ

are looking to the structure of the web to design their exhibitions to facilitate visitor browsing of 

objects and contexts.85 Both these arguments draw parallels with ]ƖŸǃƚќШŔĬĲċШŸŉШċƨƖċШƽŔƣőŸƨƣШ

objects. Jones suggests a shift from prioritising objects, to focusing on their context to support 

meaning-making. In turn, Smeds argues that to engage the viewer in the physical space, 

exhibitions should support the serendipitous browsing of object contexts. Smeds concludes 

that such an approach relies on љIntensified research in collections, documentation, 

aggregation of information, references and ћĦŸŰƣĲǂƣШĤƨŔũĬŔŰŊќЮњ86 While she does not elaborate 

on the concept of context-building, Smeds does draw paraũũĲũƚШƽŔƣőШ§ĤƖŔƚƣќƚШŢƨŰĦƣŔŸŰ-making. 

While both methods can be used to form 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 by connected data, which provides explicit structure and allows a more 

relational or multifocal view. For instance, data can be encoded to capture relationships such 

ċƚШћ ШŔŰŉũƨĲŰĦĲĬШ7ќ, ƽőŔĦőШċƨƣŸůċƣŔĦċũũǃШĦƖĲċƣĲƚШƣőĲШĦŸŰƻĲƖƚĲШƖĲũċƣŔŸŰƚőŔƓЯШћ7ШƽċƚШŔŰŉũƨĲŰĦĲĬШ

 
81 Stewart, On Longing, 153. 
82 Ibid. 
83 Ibid., 155.  
84 Jones, љMuseums and the Meanings of their ContentsЯњ 917. 
85 Smeds, љOn the Meaning of ExhibitionsЯњ 68. 
86 Ibid., 69. 
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by ќ. ÑĲǂƣƨċũШĲǂőŔĤŔƣŔŸŰШũċĤĲũƚШċƖĲЯШĤǃШĬĲŉŔŰŔƣŔŸŰЯШƚŔŰŊƨũċƖШŔŰШƣőĲŔƖШŉŸĦƨƚаШƣőĲǃШƚĲƖƻĲШƣŸШћũċĤĲũќШċŰĬШ

explain individual objects. Data provides options for visualising, navigating, and presenting 

relationships that are broader than those offered by text alone. fŰĬĲĲĬЯШƽőĲƖĲШ7ĲŰŢċůŔŰќƚШ

notion of aura is tied to the here and now of the work, data can re-contextualise the work within 

a broader worldуa web composed of time and places but also people and things. Thus, 

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

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

of data within exhibitions, as where narrative situates the viewer as a passive receiver of 

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

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

ĤǃШĬċƣċаШƣőĲШŰƨċŰĦĲƚШŸŉШċŰШĲƻĲŰƣЯШċŰШŔŰĬŔƻŔĬƨċũќƚШŔĬŔŸƚǃŰĦƖċƚŔĲƚЯШƣőĲШĦŸůƓũĲǂŔƣǃШŸŉШőƨůċŰШ

relationships, and the everyday impact of a book on those who possess it, to name a few. As 

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

granularity lost through data with text.   

 

3.3 Data and Narrative  

This section addresses another gap in online exhibition-making: online exhibitions are either 

composed of data or text, yet in both instances the capacity to communicate context is limited. 

I draw on the work of Drucker and Manovich to argue that data can support narrative and vice 

versa. To demonstrate this, I describe how Beyond the Book combines both prose and data to 

support visitor meaning-making, suggesting that this relationship could have practical 

implications beyond the exhibition.  

 

Context  Flattening  

As indicated in Chapter 2, some online exhibitions use data to represent large-scale networks 

of relationships. However, these sites do not use data 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, in An Atlas of Emotions by 

Google Arts & Culture and the University of California, Berkeley, digital surrogates for objectsу

presented in the form of colour-coded circlesуfloat in a liminal space (see fig. 7). 87 Artworks 

are coloured and positioned according to survey data correlated to the emotions each work 

evokes, with the visualisation showing the co-occurrence between these emotional categories 

 
87 Google Arts & Culture and University of California, Berkeley, љAn Atlas of EmotionsЯњШċĦĦĲƚƚĲĬШsƨŰĲШΝΡЯШ
2025, https://artsexperiments.withgoogle.com/art -emotions-map.  

https://artsexperiments.withgoogle.com/art-emotions-map
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ыŉŸƖШĲǂċůƓũĲШĤĲƣƽĲĲŰШћƽŸŰĬĲƖоċƽĲќШċŰĬШћĦċũůŰĲƚƚоƚĲƖĲŰŔƣǃќьЮШ ŸШƖĲũċƣŔŸŰƚőŔƓƚШĤĲƣƽĲĲŰШ

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 emotions results in a 

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

the viewer.  

 

 
Figure 7.  Screenshot of An Atlas of Emotions by Google Arts & Culture and the University of California, 

Berkeley (detail). 

 
An Atlas of Emotions, together with the previous example of The Russegger Atlas (both 

by Google Arts & Culture), demonstrate two of the three discussed common formats for online 

exhibitionsуthose that are either entirely prose ыћbook-on-the-wall') or data-driven. Thus, they 

reinforce the notion that database and narrative exist within a dichotomy, something which 

media theorist Lev Manovich describes in the first half of his 1999 article љDatabase as 

Symbolic [ŸƖůњ but later challenges. In this article, Manovich begins analysing the relationship 

between databases and narratives in the context of new media objects and the cultural sphere 

more broadly. According to Manovich, in contrast to the database, which љrepresents the world 

as a list of items which it refuses to orderЯњ narrative љcreates a cause-and-effect trajectory of 

seemingly unordered items (events).њ88 Thus, he refers to database and narrative as љnatural 

enemiesЮњ89 To illustrate this, he describes websites as databases to which new links can be 

added to what is already there. This ћљopen nature of the web as a ůĲĬŔƨůњШƣőĲƖĲŉŸƖĲ 

contributes to its љanti-narrative logicЯњ with Manovich explaining that љŔŉ new elements are 

 
88 Lev Manovich, љDatabase as Symbolic FormЯњ Convergence 5, no. 2 (1999): 85, 
https://doi.org/10.1177/135485659900500206.  
89 Ibid. 

https://doi.org/10.1177/135485659900500206
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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 the material if it keeps 

changing?њ90 

 

A False Binarism  

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

narrative in a new lightЮњ91 He explains that behind the surface of most new media objects are 

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

construction of an interface to a databaseЮњ92 ÑőƨƚЯШƣőĲШŔŰƣĲƖŉċĦĲШċŰĬШƣőĲШћcontentќ of the work 

(the database) have a symbolic relationship, yet they are separate, meaning it is љpossible to 

create different interfaces to the same materialЮњ93 As such, the interface can љtranslate the 

underlying database into a very different user ĲǂƓĲƖŔĲŰĦĲњуone that redefines љour concept of 

narrativeЮњ94 Indeed, where databases allow the user to view, navigate and search, the new 

media interface allows the ћnarrative userќ to traverse a databaseуљfollowing links between its 

ƖĲĦŸƖĬƚШċƚШĲƚƣċĤũŔƚőĲĬШĤǃШƣőĲШĬċƣċĤċƚĲќƚШĦƖĲċƣŸƖЮњ95 Manovich stresses, however, that љan 

arbitrary sequence of database ƖĲĦŸƖĬƚњ is not a narrative.96 He states that to be considered a 

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

theorist Mieke Bal: namely, its љcontents should be ћa series of connected events caused or 

experienced by ċĦƣŸƖƚќЮњ97 Manovich further clarifies that: љA number of database records linked 

together so that more than one trajectory is possible [is] ŰŸƣШƚƨŉǯĦŔĲŰƣбШƣőĲШċƨƣőŸƖШċũƚŸШőċƚШƣŸШ

control the semantics of the elements and the logic of their connection [...ѐЮњ98 

 

As such, while there is љnothing in the logic of [the database as medium] which would 

foster [the generation of narrative]Яњ the database can support a narrative.99 In turn, narrative 

can guide the user and offer entry points into the database. Like Manovich, Drucker questions 

why љdatabase 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 

 
90 Ibid., 82. 
91 Ibid., 87. 
92 Ibid., 86. 
93 ~ċŰŸƻŔĦőЯШљ?ċƣċĤċƚĲШċƚШÉǃůĤŸũŔĦШ[ŸƖůЯњШΥΣЮ 
94 Ibid., 86.; ibid., 87. 
95 Ibid., 81.; ibid., 87. 
96 Ibid., 87.  
97 Mieke Bal, Narratology: Introduction to the Theory of Narrative (University of Toronto Press, 1985), 8. 
Quoted in ~ċŰŸƻŔĦőЯШљ?ċƣċĤċƚĲШċƚШÉǃůĤŸũŔĦШ[ŸƖůЯњ 87. 
98 ~ċŰŸƻŔĦőЯШљ?ċƣċĤċƚĲШċƚШÉǃůĤŸũŔĦШ[ŸƖůЯњШΥΤЮ 
99 Ibid., 88.  
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ƣĲǂƣЮњ100 Instead, she argues that database and narrative are љpart of a single process in which 

explicit organization and synthesis are complementaryЮњ101 To illustrate this point, Drucker 

analyses the relationships between ћƣőĲШĤŸŸťќШċŰĬШan online archive or ћnetworked ƖĲƚŸƨƖĦĲќЯ 

via two case studies that include her own personal database memoire project, All the Books I 

Ever Wrote and Never Published or Thought I Might Write (ALL). ALL was born from ?ƖƨĦťĲƖќƚ 

need to archive her unwritten books; she describes how initially she thought the product of the 

project would be a physical bookуa narrative about her and the unpublished books. However, 

through the process of scanning each page of the manuscripts and creating a spreadsheet to 

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

љċƚШƓċƖƣШŸŉШƣőĲШƓƖŸĦĲƚƚШŸŉШƽƖŔƣŔŰŊШċШŰċƖƖċƣŔƻĲЯњШDrucker organised her thoughts on љmemory, 

lived experience, the nature of the manuscripts [...] as well as different characteristics and 

features of the ƽŸƖťƚњШċƚШċШĬċƣċШstructure.102 She describes 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 features of a life might be.103 

 

For Drucker, the generative process of creating data and drafting narrative was not binary. 

Rather, ƣőĲШћŔŰƣĲũũĲĦƣƨċũШĦŸŰƣĲŰƣќШƚőĲШƨƚĲĬШŸƖШƓƖŸĬƨĦĲĬШŔŰШŸŰĲШĲŰƻŔƖŸŰůĲŰƣШcould be 

repurposed or used to generate new intellectual content in the other. Thus, Drucker concludes 

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

of the infrastructural underpinnings of narrativeЮњ104 

 

Knowledge Gap: Data and Narrative  

While Manovich and Drucker analyse the relationship between data and narrative in the context 

of new media objects and an archive respectively, their arguments can be applied to online 

exhibitions and online collections. Both authors suggest that rather than being defined in 

opposition, database and narrative can compensate for each other's weaknesses. The same 

can be said for online collections and exhibitions. Where data allows the viewer to get their 

љboots ĬŔƖƣǃњ within an online exhibition, narrative offers a more mediated rather than 

 
100 Johanna Drucker, љ?ċƣċĤċƚĲШ ċƖƖċƣŔƻĲШŔŰШ7ŸŸťШċŰĬШ§ŰũŔŰĲ,њ Books in Browsers V Proceedings 18, no. 
1 (2015), https://doi.org/10.3998/3336451.0018.113. 
101 Ibid. 
102 Ibid.  
103 Ibid. 
104 Ibid. 

https://doi.org/10.3998/3336451.0018.113
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ћŉŔƖƚƣőċŰĬќ experience.105 Furthermore, collection records can form the basis of narratives by 

providing context, and the additional links created through narratives can feed back into 

records. Beyond the Book addresses this gap in online exhibition-making by combining the 

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 of context and provide the viewer with multiple ways to explore this 

content.  To create the data set in Beyond the Book, I converted, where possible, curatorial 

narratives into structured data. In turn, I expanded and built on structured data to create 

curatorial text, thus demonstrating another mutually beneficially relationship between data and 

text. 

 

 This method involved curatorial mediation: I had to select what data and text to 

highlight and create, what to omit, and what to build on. As such, in the following chapter I 

analyse the mediated experience of exhibitionsуan experience that, according to Susan 

Hazan, museum visitors have come to expect through the proliferation of theatre and 

television.106 Thus, I look more closely at the role of the curator or, to use ManovichќƚШƽŸƖĬƚ, the 

author who љhas to control the semantics of the elements and the logic of their connectionЯњ 

applying the principles and challenges associated with curatorship to this research project.107 

 

3.4 The Role of the Curator: Methods and Mediation 

The following section explores how data modelling and Linked Data can support curatorial 

practiceЮШ7ƨŔũĬŔŰŊШŸŰШ7ĲƖƣƖċŰĬќƚШĦƖŔƣŔƕƨĲШŸŉШůĲƣőŸĬŔĦċũШŊċƓƚШŔŰШƣőĲШŉŔĲũĬЯШfШƓƖŸƓŸƚĲШċШĦƨƖċƣŸƖŔċũШ

method ċũŔŊŰĲĬШƽŔƣőШ§ĤƖŔƚƣќƚШŰŸƣŔŸŰШŸŉШŢƨŰĦƣŔŸŰ-making that draws on data modelling and 

Linked Data to create meaningful connections between objects. I argue that this method relies 

on curatorial expertise to determine what context is captured in the data and that manually 

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

mediation of content. Lastly, fШƖĲƣƨƖŰШƣŸШ7ĲƖƣƖċŰĬќƚШċƖŊƨůĲŰƣƚШƣŸШƚőŸƽШőŸƽШƣőŔƚШƖĲƚĲċƖĦőШ

addresses another gap in curatorial practice: Linked Data can help bridge the disconnect 

between online exhibitions and collections. 

 

 
105 Hazan, љÑőĲШéŔƖƣƨċũШAura,њШ211. 09217.  
106 On the mediated experience, Hazan elaborates: љWe are content to let the camera be our eye and the 
anchorman our mouthpiece. Where much of our life is lived through mediated rather 
than first hand experience, much of our daily interaction is becoming more vitreous than visceral.њ Ibid. 
107 ~ċŰŸƻŔĦőЯШљ?ċƣċĤċƚĲШċƚШÉǃůĤŸũŔĦШ[ŸƖůЯњШ87. 
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A Failure of Imagination and a Lack of Methods  

In early 2019уapproximately one year before the height of COVID-19 lockdownsуKajsa Hartig, 

Head of Museum Experience and Collections at Västernorrlands Museum, posed the following 

question to her followers on Twitter (now X):  

 

ìőċƣШĬŸШǃŸƨШƣőŔŰťШċĤŸƨƣШƣőĲШƣĲƖůШљĬŔŊŔƣċũШĲǂőŔĤŔƣŔŸŰњШŸƖШљŸŰũŔŰĲШĲǂőŔĤŔƣŔŸŰњеШfƣШƚĲĲůƚШƣŸШ

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 your 

thoughts?108 

 

The post generated many comments, largely from museum scholars and practitioners, that 

љframe a contemporary attitude towards the termsЮњ109 This attitude can be summarised as a 

disappointment in the unimaginative application of љanalog exhibition[s] to the online spaceЮњ110 

In her blog post for Medium, љMuseums in the Digital SpaceуSome Reflections on Online 

Exhibitionsњ (2019), Hartig summarised the Twitter comments and analysed attitudes towards 

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

online exhibitions, cultural institution s have demonstrated few curatorial methods for 

developing them. ÑőŔƚШƻŔĲƽШőċƚШĤĲĲŰШŉĲũƣШĤĲŉŸƖĲШcċƖƣŔŊќƚШÑƽŔƣƣĲƖШƓŸƚƣШċŰĬЯШjudging by the 

discussions on online exhibitions that surged during and after COVID-19 lockdowns, has been 

felt since.  

 

Indeed, Bertrand argues that, within the contemporary art world, COVID-19 lockdowns 

precipitated љcritical attention and interest on digital ĦƨƖċƣŔŰŊњШƣőċƣШƖĲƚƨũƣĲĬ in a recognition of 

the history of online exhibitions of born-digital works.111 However, she also notes that, this 

sudden focus on born-digital works in turn љhighlighted the persistent lack of authentically 

digital, curatorial processes tailored to contextualizing art digitizations onlineЮњ112 Bertrand 

blames the absence of innovative digital curatorial processes on a љfailure of imaginationЮњ113 

She describes how lockdowns forced art galleries and institutions to migrate to the internet and 

social media with such speed and urgency that they љrelied on readily available and easily 

 
108 uċŢƚċШcċƖƣŔŊЯШљ~ƨƚĲƨůƚШŔŰШƣőĲШ?ŔŊŔƣċũШÉƓċĦĲаШÉŸůĲШÅĲŉũĲĦƣŔŸŰƚШŸŰШ§ŰũŔŰĲШEǂőŔĤŔƣŔŸŰƚ.њШ 
109 Ibid. 
110 Ibid. 
111 BertrandЯШљ9ƨƖċƣŔŰŊШ§ŰũŔŰĲШ9ŸũũĲĦƣŔŸŰƚЯњ 27. 
112 Ibid., 46. 
113 Ibid., 28. 
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implemented digital strategies already broadly in use.њ114 However, while the lack of varied and 

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

exhibitions during COVID-ΝΦЯШŊŔƻĲŰШŰĲƽШůƨƚĲŸũŸŊǃќƚШƖĲŢĲĦƣŔŸŰШŸŉШŸũĬШůƨƚĲŸũŸŊǃќƚШŉŸĦƨƚШŸŰШ

ůĲƣőŸĬƚЯШƓĲƖőċƓƚШƣőĲШĦċƨƚĲШŸŉШĦƨƖƖĲŰƣШћŔůůċƣƨƖĲќШŸŰũŔŰĲШĲǂőŔĤŔƣŔŸŰƚШĦċŰШĤĲШƣƖċĦĲĬШĤċĦťШƣŸШ

before the web itself.115 Indeed, through the rise of new museology in the 1980s and 90s, 

collecting institutions are now firmly steered towards audience engagement and the 

ĦŸŰƚƨůĲƖќƚШљdemand явѐШfor ƻċƖŔċƣŔŸŰњШċŰĬШrightfully so, as a museum or exhibition is nothing 

without its audience.116 The question should be asked, however: Has this shift been at the 

expense of developing and implementing sound museological methodology? This position is 

echoed by curator Maria Lind who argues that, more broadly, љwe [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 consciousness-raising [...].њ117  

 

Knowledge Gap: Modelling as Curatorial M ethod  

Building on the arguments of Bertrand and Lind, and mirroring Schofield ĲƣШċũЮќƚ analysis of the 

application of research through design (RtD) methods to digital humanities projects, this 

research project investigates how a digital humanities (DH) method (creating modelled 

instances) can help define curatorship methods in the digital age to strengthen audience 

interpretation of, and engagement with, digital cultural heritage content.118 While there is a 

plethora of methods associated with DH, drawing on John Unsworthќƚ notion of љscholarly 

primitivesњу methods and tools that humanities researchers have in commonуI argue that 

there is an overlap between the objectives of employing data modelling, ontologies, and Linked 

Data in digital humanities projects, ċŰĬШ§ĤƖŔƚƣќƚШĬĲƚĦƖŔƓƣŔŸŰШŸŉШőŔƚШĦƨƖċƣŸƖŔċũШƽŸƖťШas љjunction-

making.њ119 Both these activities unite and draw parallels between cultural heritage content via 

links or junctions. In this research project, I employed data modelling as a method of curatorial 

 
114 Ibid., 29. 
115 Sara Perry et al., љ~ŸƻŔŰŊШĤĲǃŸŰĬШƣőĲШéŔƖƣƨċũШ~ƨƚĲƨůаШEŰŊċŊŔŰŊШéŔƚŔƣŸƖƚШEůŸƣŔŸŰċũũǃ,њШin 2017 23rd 
International Conference on Virtual System & Multimedia (VSMM), 2017, 1, 
https://doi.org/10.1109/VSMM.2017.8346276. 
116 sƨũŔċШ?ЮШcċƖƖŔƚŸŰЯШљfĬĲċƚШŸŉШ~ƨƚĲƨůƚШŔŰШƣőĲШΝΦΦΜƚЯњШMuseum Management and Curatorship 13, no. 2 
(1994): 167, https://doi.org/10.1016/0964-7775(94)90074-4 
117 Ibid.  
118 ÑŸůШÉĦőŸŉŔĲũĬШĲƣШċũЮЯШљÅĲƚĲċƖĦőШƣőƖŸƨŊőШ?ĲƚŔŊŰШċŰĬШ?ŔŊŔƣċũШcƨůċŰŔƣŔĲƚШŔŰШÂƖċĦƣŔĦĲаШìőċƣЯШcŸƽШċŰĬШ
ìőŸШŔŰШċŰШ ƖĦőŔƻĲШÅĲƚĲċƖĦőШÂƖŸŢĲĦƣЯњШDigital Scholarship in the Humanities 32, suppl. 1 (2017), 
https://doi.org/10.1093/llc/fqx005 . 
119 sŸőŰШÖŰƚƽŸƖƣőЯШљÉĦőŸũċƖũǃШÂƖŔůŔƣŔƻĲƚаШìőċƣШ~ĲƣőŸĬƚШ?ŸШcƨůċŰŔƣŔĲƚШÅĲƚĲċƖĦőĲƖƚШcċƻĲШŔŰШ9ŸůůŸŰЯШ
ċŰĬШcŸƽШ~ŔŊőƣШ§ƨƖШÑŸŸũƚШÅĲŉũĲĦƣШÑőŔƚеЯњШHumanities Computing: Formal Methods, Experimental Practice 
(2000), https://people.brandeis.edu/~unsworth/Kings.5-00/primitives.html .  

https://doi.org/10.1109/VSMM.2017.8346276
https://doi.org/10.1093/llc/fqx005
https://people.brandeis.edu/~unsworth/Kings.5-00/primitives.html
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enquiry to investigate items in the Emmerson Collection, revealing where they overlap. Given 

that this method would reveal links and junctions between items to meуsomeone unfamiliar 

with the collection or the context in which the items within it were producedуit followed that 

the links (or Linked Data) created through modelling should also be shared with audiences of 

the online exhibition. Thus, my research project was guided by the question: Can 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 online? The impetus for this question 

stems both from a lack of curatorial methods for online exhibition-making, and the current state 

of collection data (something I return to in the next chapter). 

 

The above statements do not imply that work has been lacking in the development or 

reflection on curatorial methodologies for online exhibition-making. Curators and other 

professionals have been speculating on the role of the curator in the digital era since the 1990s. 

In 1998, Marc Tinkler and Michael Freedman argued that an effective online exhibition should 

љreveal the underlying relationships that transform a random collection of objects into a 

meaningful exhibitionЮњ120 Echoing ManovichќƚШĬĲƚĦƖŔƓƣŔŸŰШŸŉШŰĲƽШůĲĬŔċШŸĤŢĲĦƣƚШƓƖŸƻŔĬŔŰŊШċŰШ

interface to a database, Tinkler and Freedman developed a Java-based technology called 

Thinkmap to љcreate a dynamic interface [that] animates data, displaying the underlying 

connections between discrete itemsЮњ121 Thinkmap formed the basis on the 1998 online 

exhibition Revealing Things hosted by the Smithsonian Museum. Revealing Things was an 

experiment with non-linear exhibition paths, allowing users to choose their own direction 

through animated data. Thus Thinkmap, together with Revealing Things, are early examples of 

data forming the basis of online exhibition-making to connect objects and support audience 

interpretation.   However, despite such early experiments with, and reflections upon, online 

exhibition-making methods and the potential of the web to facilitate the transfer of authority 

from museums to visitors (meaning-making), as discussed, the current standard model for the 

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

 

As demonstrated by Revealing Things and the ÉůŔƣőƚŸŰŔċŰќƚШƖĲĦĲŰƣШŔůċŊĲ-plus-text 

exhibition Magnificent Obsessions: Why We Collectуas well as the numerous examples of 

online exhibitions produced by other institutions that employ this formatуthere is a lack of 

 
120 Marc Tinkler and Michael Freedman, љ§ŰũŔŰĲШEǂőŔĤŔƣŔŸŰƚаШ ШÂőŔũŸƚŸƓőǃШŸŉШ?ĲƚŔŊŰШċŰĬШÑĲĦőŰŸũŸŊŔĦċũШ
Implementation,њШMuseums and the Web 1998, accessed June 15, 2025, 
https://www.archimuse.com/mw98/papers/tinkler/tinkler_paper.html . 
121 Ibid. 

https://www.archimuse.com/mw98/papers/tinkler/tinkler_paper.html
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internally developed methods for 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 experts in digital humanities to interpret, present and 

promote their collection online.122 The latter, however, relies on external expertise that cannot 

necessarily be replicated in-house once the project finishes. Consequently, I approached this 

research project from the outset as an experiment within an experiment, asking: Could I 

develop a method for developing online exhibitions that firstly considers both the exhibition and 

collection management aspects of curatorship? Secondly, could this be understood, 

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

management or interface design and development? 

 

Curating Context  

My experiment with this method for online exhibition-making does not void the role of the 

curator. Rather, I am building on the objectives of new museology and the meaning-making 

paradigm, which encourages curator and museum educators to rethink their methods to 

support meaning-making. Indeed, context-building through data still requires the expertise and 

knowledge of the curator. Without this context or ћƚĦċŉŉŸũĬŔŰŊќ, as curator Barbara Cohen-

Stratyner argues, љmeaning-making [becomes] esoteric and difficultЮњ123 Coined by the learning 

theorist Lev Vygotsky, ћscaffoldingќ refers to strategies that help љbring the learner to a comfort 

level at which [they] can understand and use new informationЮњ124 In this sense, scaffolding 

draws parallels with providing context or, as argued above, parerga, to the object. Similarly, 

Benjamin Egger and Judith Ackermann state that the foundational goal of curatorial activities is 

to љprovide (infra)structure and meaning to artworks through the selection and combination of 

different pieces and their public ĬŔƚƓũċǃЯњ suggesting that this be done through adding context 

to works which subsequently љƚőċƓĲƚШƓĲŸƓũĲќƚШƓĲƖƚƓĲĦƣŔƻĲ towards artЮњ125 

 

 
122 See for example, Mitchell ìőŔƣĲũċƽЯШљGenerous fŰƣĲƖŉċĦĲƚШŉŸƖШ?ŔŊŔƣċũШ9ƨũƣƨƖċũШ9ŸũũĲĦƣŔŸŰƚЯњ Digital 
Humanities Quarterly 9, no. 1 (2015), 
https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html  in which Whitelaw describes his 
work building accessible interfaces for the collections of Manly Public Library, the National Gallery of 
Australia, and the State Library of Queensland. 
123 Cohen-StratyneƖЯШљAuthority and Meaning-~ċťŔŰŊШŔŰШƣőĲШ?ŔŊŔƣċũШEƖċЯњШΞΞЮ 
124 Ibid. 
125 EŊŊĲƖƚШċŰĬШ ĦťĲƖůċŰŰЯШљ~Ĳƣċ-CuratingЯњШ3.19.; However, Eggers and Ackermann are critical of the 
unidirectional and hierarchical structure of curation whereby the љpower of adding meaning to an artwork 
via a certain exhibition display is vested in curators,њ stating that this approach has long overlooked the 
role of artists in contextualising their own artwork and that of visitor in interpretating them. Ibid., 3.20. 

https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html
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Echoing these arguments, curators Jennifer Mundy and Jane Burton discuss how they 

essentially curated context in the development of the 2012 online exhibition The Gallery of Lost 

Art. This exhibition was a homage to lost works and works that have never existed in material 

form. In lieu of objects and љgimmickyњ digital surrogates, the site displayed љvarious records 

that testified to the previous existence of the works and their demiseЮњ126 These included 

photographs and ephemera laid out on tables that the visitor viewed from an aerial perspective. 

These materials, which are owned by public and private libraries and archives around the world, 

served a dual function: to represent the lost work and provide it with context 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 in order to 

ƨŰĬĲƖƚƣċŰĬШƽőċƣШƽċƚШũŸƚƣШċŰĬШƣőĲШŔůƓċĦƣШŸŉШƣőĲШũŸƚƚШв Ultimately, the project 

suggested that artworksуwhether extant or missingуneeded 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.127 

 

Thus, The Gallery of Lost Art ŔƚШċŰШĲǂċůƓũĲШŸŉШ]ƖŸǃƚќШċƨƖċШƽŔƣőŸƨƣШobjects within an exhibition 

context. In lieu of the object, the exhibition included unstructured metadata to communicate 

ƣőĲШũŸƚƣШŸĤŢĲĦƣƚќ context. Further, the exhibition reflects Barbara Cohen-ÉƣƖċƣǃŰĲƖќƚ notion of 

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

of context which they can use to construct their own meaning by making connections between 

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

]ƖŸǃƚќШŰŸƣŔŸŰШŸŉШċƨƖċШƽŔƣőŸƨƣШŸĤŢĲĦƣƚЯШĤƨƣШċũƚŸШŸŰШpast projects such as Thinkmap and 

Revealing Things, and The Gallery of Lost Art to demonstrate how the creation of structured 

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

practice of creating this data supports the context-building or junction-making role of the 

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

exhibition provides scaffolding for the viewer.  

 

 
126 Mundy and Burton, љ§ŰũŔŰĲШEǂőŔĤŔƣŔŸŰƚ,њШhttps://mw2013.museumsandtheweb.com/paper/online -
exhibitions/index.html. 
127 Ibid. 

https://mw2013.museumsandtheweb.com/paper/online-exhibitions/index.html
https://mw2013.museumsandtheweb.com/paper/online-exhibitions/index.html
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Mediation  

In addition to providing context, it is also the responsibility of the curator to mediate content to 

support the visitor with their meaning-making in a way that does not overwhelm them. Again, 

this research project foregrounded this central curatorial role. Through the process of creating 

data related to the Emmerson Collection, I had to make decisions on what entities to 

foregroundуe.g., those that reflect particular histories, aesthetics, or ideologiesуand what to 

omit entirely. The mediating role of the curator is particularly vital in the curation of online 

exhibitions and collections as they exist within the flux of the internet and the multitude of art 

digitisations which cultural institutions have consistently and increasingly produced since the 

mid-1990s. Such mass digitisation has resulted in widespread, decontextualised and 

unmediated cultural heritage data. As Julia [ũċŰĬĲƖƚШŰŸƣĲƚЯШљŔƣШŔƚШŰŸƽШĲċƚŔĲƖЯШŔŰШƚŸůĲШĦŸŰƣĲǂƣƚЯШ

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 decision-makingЮњ128 Thus, the 

role of the curator is now to find љmeaning in the massњ of data.129 Further, Egger and 

Ackermann state that, in the postdigital age, curators are forced to address the љchaotic 

conditions accompanying the processes of digitizationЯњ which have arrived at the point where 

љnew forms of knowledge need to be producedЮњ130 Yet, such is the volume of these art 

digitisations, argues Bertrand, that љmuseums remain puzzled over what to do with themЮњ131 

This has resulted in ungenerous collection interfaces љthat are reliant on refined searching and 

serendipitous browsing.њ132 Such interfaces, argues Bertrand, lack curatorial mediation 

(context and interpretation) and therefore љũŔůŔƣШƣőĲШƓƨĤũŔĦќƚШĲŰŊċŊĲůĲŰƣШƽŔƣőШĲǂƓċŰĬŔŰŊШŸŰũŔŰĲШ

collectionsЮњ133 7ĲƖƣƖċŰĬќƚ arguments are built  on the work of Lind, who states that an љexcess 

of ĬŔĬċĦƣŔĦŔƚůњ within art institutions has led to a renewed need for mediation.134 Regarding 

such mediation, Lind clarifies that it 

 

 
128 sƨũŔċШ[ũċŰĬĲƖƚЯШљÑőĲШÂƖŸĬƨĦƣŔƻĲШÖŰĲċƚĲШŸŉШΞΝƚƣ-9ĲŰƣƨƖǃШ?ŔŊŔƣċũШÉĦőŸũċƖƚőŔƓЯњШDigital Humanities 
Quarterly 3, no. 3 (2009), 
https://www.proquest.com/docview/2555208658/abstract/D6FB3DC441D24FD9PQ/1. 
129 Dan Edelstein et al., љcŔƚƣŸƖŔĦċũШÅĲƚĲċƖĦőШŔŰШċШ?ŔŊŔƣċũШ ŊĲаШÅĲŉũĲĦƣŔŸŰƚШŉƖŸůШƣőĲШ~ċƓƓŔŰŊШƣőĲШÅĲƓƨĤũŔĦШ
of Letters Project,њШThe American Historical Review 122, no. 2 (2017): 419, 
https://doi.org/10.1093/ahr/122.2.400.  
130 EŊŊĲƖШċŰĬШ ĦťĲƖůċŰŰЯШљ~Ĳƣċ-CuratingЯњШ3.22. 
131 7ĲƖƣƖċŰĬЯШљ9ƨƖċƣŔŰŊШ§ŰũŔŰĲШ9ŸũũĲĦƣŔŸŰƚЯњШ28. 
132 Whitelaw, Generous Interfaces for Digital Cultural Collections, 
https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html ; 7ĲƖƣƖċŰĬЯШљ9ƨƖċƣŔŰŊШ§ŰũŔŰĲШ
9ŸũũĲĦƣŔŸŰƚЯњШΞΥЮ 
133 Ibid., 34. 
134 xŔŰĬЯШљìőǃШ~ĲĬŔċƣĲШ ƖƣењШΦΦ. 

https://www.proquest.com/docview/2555208658/abstract/D6FB3DC441D24FD9PQ/1
https://doi.org/10.1093/ahr/122.2.400
https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html
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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 schooling 

and persuasion, and more active engagement ...135 

 

While mediation aligns with the principles of meaning-making as it provides visitors with 

the tools for their own active engagement, it also involves negotiating what contact surfaces to 

create between objects, etc., from an excess of content. Yet, Bertrand argues that, in an 

attempt to mediate the љoverabundance of didacticismЯњ cultural institutions create љmanually 

curated, явѐ project-based, virtual ĲǂőŔĤŔƣŔŸŰƚњ which are љorganized around a narrative 

structureЮњ136 According to Bertrand, in addition to being time-consuming to create and ill-

suited to mediating contemporary art, these narrative structures offer љlittle user input in the 

selection and arrangement of contentЮњ137 Furthermore, as mentioned, Bertrand states that 

these interfaces reinforce a љdominant single-object ċƓƓƖŸċĦőњ whereby the singularity of 

artworks and their digital representations is celebrated in lieu of љestablishing complex 

semantic relations between themЮњ138 In contrast, online collections offer some semblance of 

user agencyуthe user chooses what to search for and viewуyet it takes љcommitted 

researchers and ċůċƣĲƨƖƚњ with the right skills and motivation to љproficiently sift through and 

make sense of vast stores of images and data.њ139 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 

љcollapsing the distinction between virtual exhibitions and online collectionsЯњ we can begin to 

solve љthe problem of curating art digitizations onlineЮњ140  

 

Knowledge Gap: Semantic Relationships and Curatorial C omplexity  

IŰШƣőŔƚШƖĲƚĲċƖĦőШƓƖŸŢĲĦƣЯШfШĤƨŔũĬШŸŰШ7ĲƖƣƖċŰĬќƚШclaims by experimenting with establishing 

complex semantic relationships between cultural heritage objects through data for display 

within an online exhibition. While Bertrand implies that љretrieving and ordering semantically 

rich constellations of ċƖƣƽŸƖťƚњ can be achieved through an automated or semi-automated 

љcomputer-aided curatorial processЯњ my approach involves manually creating data as a way of 

 
135 Ibid., 103т04. 
136 7ĲƖƣƖċŰĬЯШљ9ƨƖċƣŔŰŊШ§ŰũŔŰĲШ9ŸũũĲĦƣŔŸŰƚЯњШΟΠЮ 
137 Ibid. 
138 Ibid., 41. 
139 Ibid., 35.  
140 Ibid., 44; Ibid., 35. 
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immersing myself in content related to the Emmerson Collection.141 In addition to having 

epistemological benefits for me as the (data) curator, this method reflects the essential role of 

the curator to mediate content wherein, by manually creating this data, I have control over it.  

 

Further, I heed 7ĲƖƣƖċŰĬќƚШĦċũũШƣŸШŔůƓũĲůĲŰƣШƣőĲШĲƚƣċĤũŔƚőĲĬШĦƨƖċƣŸƖŔċũШћĦŸŰĬŔƣŔŸŰќШŸŉШ

complexity as it relates to collection databases. In this context, Bertrand argues that collection 

databases should be saturated with љinformational densityњуsomething which is not possible 

through taxonomic principles alone.142 She suggests that this will  support a degree of 

љcuratorial selection and arrangement [that] are characterized by a substantial degree of 

unpredictability or surpriseЮњ143 In turn, this will assist with љƚőŔŉƣŔŰŊШƨƚĲƖƚќШŔŰƣĲƖƓƖĲƣŔƻĲ focus 

from singular digitizations to the connections between different digitizationsЮњ144 In this 

research project, I implement curatorial complexity by creating data in a Linked Data format 

that enriches both online exhibitions and online collections with context or informational 

density. Thus, I argue that data can be used to collapse distinctions  between online exhibitions 

and collections in addition to facilitat ing љuser input in the selection and arrangement of 

contentЮњ145 The issue is that presently cultural institutions do not draw on the potential of data 

in both the creation of online exhibitions and online catalogues. As such, before elaborating on 

the possibilities of cultural heritage data, the following chapter first provides an overview of its 

limitations.    

 

 
141 Ibid., 44. 
142 Ibid., 45.  
143 Ibid.  
144 Ibid.  
145 Ibid., 34. 
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4. Cultural Heritage and Linked Data 
Chapter 4 situates this research project within the landscape of cultural heritage Linked Data. 

Drawing on the work of Mike Jones and others, it describes how Linked Data can break down 

data silos to highlight ċŰШŸĤŢĲĦƣќƚШƖĲũċƣŔŸŰċũŔƣǃЯШċŰĬШthe ĦŸŰƣĲǂƣƨċũШћwebs of meaningќ around it. I 

describe how exhibition research and content is often also siloed, existing in unstructured 

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

 

Building on this argument, I outline how this research project contributes to another 

knowledge gap in exhibition-making: in the creation of Beyond the Book, I translated, where 

ƓŸƚƚŔĤũĲЯШћĦƨƖċƣŸƖŔċũШĦŸŰŰĲĦƣŔŸŰƚќШinto Linked Data statements. These structured statements 

can be stored in collection catalogues, linked via a shared entity, and queried based on the 

context they encode.  

 

From here, I provide an overview of Linked Data and ontologies, providing examples of 

their application to the Emmerson Collection and within this research project. I describe how 

ƣőĲƚĲШĦŸŰĦĲƓƣƚШƖĲũċƣĲШƣŸШƣőĲШŸĤŢĲĦƣŔƻĲШŸŉШƣőĲШÉĲůċŰƣŔĦШìĲĤШƣŸШƓƖŸƻŔĬĲШћůĲċŰŔŰŊќШƣŸШĬċƣċЮШfШċũƚŸШ

introduce the cultural heritage ontology, the CIDOC CRM (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 ontology can be used as a method of 

curatorial enquiry for online exhibition-making. Building on the arguments of Drucker, Jones, 

Øyvind Eide and others, it draws parallels between the interpretative nature of modelling data 

ƣŸШċŰШŸŰƣŸũŸŊǃШċŰĬШĦƨƖċƣŔŸŰШƣŸШċƖŊƨĲШƣőċƣШƣőĲШŉŸƖůĲƖШĦċŰШĤĲШƨƚĲĬШƣŸШƚőċƓĲШƣőĲШĦƨƖċƣŸƖќƚШ

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 and visitor to 

follow and unearth patterns between objects.  

 

Lastly, through ƣőĲШŉƖċůĲƽŸƖťШŸŉШ~ŔƣĦőĲũũШìőŔƣĲũċƽќƚШŰŸƣŔŸŰШŸŉШћŊĲŰĲƖŸƨƚШŔŰƣĲƖŉċĦĲƚќ, I 

present a literature review of cultural heritage Linked Data projects, focusing on their interface 

outcomes. This review also builds on the work of Edie Davis and Bahareh Heravi to analyse the 

objectives behind these projects. I 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 databases to support research needs. Drawing on the 

arguments of Whitelaw, I describe how Beyond the Book presents Linked Data in a way that is 
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more generous: it exposes and makes explorable the relationships between objects and their 

contexts captured in the data.  

 

The chapter concludes by overviewing projects that have either 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 developmentуeither by more fully embracing an events-based 

approach to creating modelled instances, or by applying such approaches throughout the 

entire exhibition process, from inception to interface. I explain how this research project 

addresses this gap by drawing on an events-based ontology to unearth connections between 

contextual entities surrounding a collection, which are 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 how the traditional 

documentation practices of heritage institutions could do more to preserve 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 contextsу

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

ƚƣƖƨĦƣƨƖĲĬШĬċƣċЯШƚƨĦőШċƚШxŔŰťĲĬШ?ċƣċЯШůċǃШŸŉŉĲƖШċШƚŸũƨƣŔŸŰШƣŸШƣőŔƚШċŰĬШƣőĲШћťŰŸƽũĲĬŊĲШũŸŰŊĲƻŔƣǃќШ

problem of cultural institutions, by linking records and enriching those records with contextual 

information drawn from exhibitions.  

 

Data SŔũŸƚШċŰĬШћWebs of MĲċŰŔŰŊќ 

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 

љĦŸůƓũĲǂШƽĲĤƚШŸŉШůĲċŰŔŰŊњШƣőċƣШƽĲċƻĲШŔƣĲůƚШƣŸŊĲƣőĲƖЮ1 This is due, in part, to the legacy of 

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, and Documentation in the Relational Museum (Taylor & Francis Group, 
2023), 2, ProQuest Ebook Central. 
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were meant for internal use, to keep љtrack of objectsњ or as finding aids.2 This data often 

provides a narrow view of an object that is devoid of context. If contextual details are given, they 

are typically included in the free-text notes section of a record, which, like exhibition labels, is 

unstructured. This leads to data silosуisolated records that are unable to communicate with 

each other, making it difficult to uncover connections or discover new information. This 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 

őĲШƻŔƚŔƣĲĬШƣőĲШ7ƖŔƣŔƚőШ~ƨƚĲƨůќƚШċƖĦőŔƻĲƚШƣŸШƻŔĲƽШċШũĲƣƣĲƖШƣőċƣШĬĲƚĦƖŔĤĲƚШċШĦŸũũection of Aboriginal 

ƚƣŸŰĲШƣŸŸũƚШŔŰШƣőĲШůƨƚĲƨůќƚШĦŸũũĲĦƣŔŸŰЮШÑőĲШũĲƣƣĲƖШƓƖŸƻŔĬĲƚШċŰċũǃƚŔƚШŸŉШƣőĲШƚƣŸŰĲќƚШůċƖťŔŰŊƚШċŰĬШ

ƖĲŉĲƖĲŰĦĲƚШŸƣőĲƖШƚĦőŸũċƖƚќШƽŸƖťШŸŰШÑċƚůċŰŔċŰШ ĤŸƖŔŊŔŰċũƚШċƚШƽĲũũШċƚШƚŔůŔũċƖШŔƣĲůƚШŔŰШŸƣőĲƖШ

collections. After accessing the letter, Jones had intended to return to the museum to view the 

accompanying stones. However, in 2020 the museum closed to the public due to the COVID-19 

ƓċŰĬĲůŔĦЮШsŸŰĲƚЯШƣőĲƖĲŉŸƖĲЯШĦŸƨũĬШŸŰũǃШƖĲũǃШŸŰШƣőĲШƖĲĦŸƖĬƚШŉŸƖШƣőĲШƚƣŸŰĲƚШŸŰШƣőĲШůƨƚĲƨůќƚШ

online collection,  ƽőŔĦőШŸŰũǃШŔŰĦũƨĬĲĬШƣőĲШƚƣŸŰĲƚќШљƣŔƣũĲЯШċШũŸĦċƣŔŸŰЯШċŰĬШċШƚŔŰŊũĲШ

ůĲċƚƨƖĲůĲŰƣЮњ3 No image or 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.4 

 

This problem of collection disconnection, and information retrieval, is far from unique 

to the British Museum. Further, in addition to the disconnect between collections within 

cultural institutions there is perhaps an even greater disconnect across institutions. For 

 
2 Bodil Axelsson, љOnline Collections, Curatorial Agency and Machine-Assisted CuratingЯњ in The 
Routledge Handbook of Museums, Media and Communication, ed. Kirsten Drotner et al. (Taylor & Francis 
Group, 2018), 70, ProQuest Ebook Central. 
3  Jones, Artefacts, Archives, and Documentation in the Relational Museum, 3. 
4 Ibid. 
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ĲǂċůƓũĲЯШƽőŔũĲШƣőĲШůċŢŸƖŔƣǃШŸŉШEůůĲƖƚŸŰќƚШĦŸũũĲĦƣŔŸŰШŔƚШŰŸƽШőŸƨƚĲĬШċƣШÉƣċƣĲШxŔĤƖċƖǃШéŔĦƣŸƖŔċЯШ

EůůĲƖƚŸŰШĤĲƕƨĲċƣőĲĬШuŔŰŊШ9őċƖũĲƚШfќƚШƣƖċƻĲũũŔŰŊШũŔĤƖċƖǃШƣŸШƣőĲШ7ŸĬũĲŔċŰШxŔĤƖċƖŔĲƚШċƣШƣőĲШ

University of Oxford. It consists of fifty-nine travel-sized volumes, all with 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 Oxford: he spent ten years at the university studying and 

teaching.5 However, Emmerson can only be searched in the Bodleian's catalogue via a keyword 

ƚĲċƖĦőбШƣőĲƖĲШŔƚШŰŸШŸƓƣŔŸŰШƣŸШƚĲċƖĦőШћŉŸƖůĲƖШŸƽŰĲƖќШŸƖШƓĲŸƓũĲШŸƣőĲƖШƣőċŰШċƨƣőŸƖоĦƖĲċƣŸƖЮШÑőĲШ

ĦċƣċũŸŊƨĲќƚШċĬƻċŰĦĲĬШƚĲċƖĦőШŸƓƣŔŸŰШĬŸĲƚШŉċĦŔũŔƣċƣĲШťĲǃƽŸƖĬШƚĲċƖĦőŔŰŊШƽŔƣőŔŰШĦŸƓǃ-specific 

notesу searching for ћJohn Emmersonќ in this field generates fifty-seven results of books with 

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

former owner, Charles I, and the 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 Charlesќƚ library cannot be linked, or searched for within the Bodleian catalogue, 

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

љassociations of ownership and location,њ the reason for its production, its subsequent journey 

through time and space, and its relationship to other significant material across the world.6 

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

Peter Jones calls, accidental љċŊŊƖĲŊċƣĲƚШŸŉШŸĤŢĲĦƣƚЮњ7 

 

This example demonstrates a major problem within collecting institutions: cataloguing 

records privilege titles and authors and often overlooks the 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 and aura are contingent on a range of factors, namely how they have 

moved through space and time and interacted with people, places, and things. Cultural 

heritage items are related by what they express and the context of their existence. Thus, it is 

disappointing that William ÂċŔƚũĲǃќƚШŉŸũũŸƽŔŰŊШΝΦΣΥШƻŔƚŔŸŰШŉŸƖШƣőĲШŉƨƣƨƖĲШŸŉШƣĲĦőŰŸũŸŊǃШċŰĬШ

information management in cultural institutions has not 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 

 
5 See Paul Salzman, љÑőĲШsŸőŰШEůůĲƖƚŸŰШ9ŸũũĲĦƣŔŸŰШċƣШƣőĲШÉƣċƣĲШxŔĤƖċƖǃШéŔĦƣŸƖŔċ,њШÑőĲШLibrary 22, no. 2 
(2021): 225-30.  
6 Jones, љMuseums and the Meanings of Their ContentsЯњ 916. 
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.8 

 

In 2025ЯШÂċŔƚũĲǃќƚШŉŔĦƣŔŸŰċũШƖĲƚĲċƖĦőĲƖШĦŸƨũĬШũŸĦċƣĲШinnumerable artworks depicting vessels by 

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)уsay books used for prayerуthen 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 publications; other 

times it would be archived on individual computers or servers. What if this knowledge could live 

on as structured dataуdata that is understandable to humans and machinesуand 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 exhibition-making and collection management by 

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

developing Beyond the Book, I worked to translateуwhere feasibleуthe relationships between 

ĲŰƣŔƣŔĲƚШƣőċƣШĲůĲƖŊĲĬШƣőƖŸƨŊőШůǃШŸƽŰШċŰĬШƣőĲШƓƖŸŢĲĦƣШƣĲċůќƚШĦƨƖċƣŸƖŔċũШŰċƖƖċƣŔƻĲƚЮШ7ǃШ

formalising these connections, they can be stored in collection catalogues, linked via shared 

entities, and queried in relation to the contextual meanings they represent. 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 ìŔũũŔċůШsЮШÂċŔƚũĲǃЯШљÑőĲШ~ƨƚĲƨůШ9ŸůƓƨƣĲƖШċŰĬШƣőĲШ ŰċũǃƚŔƚШŸŉШ ƖƣŔƚƣŔĦШ9ŸŰƣĲŰƣ,њШin Computers and 
Their Potential Applications in Museums; a Conference, ed. 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, with examples 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. Linked Data consists of three-part statements called ћƣƖŔƓũĲƚќЮ 

Triples link two entities via a property (or a subject and object via a predicate). For instance: 

Prince Rupert of the Rhine (entity)уparticipated in (property)уthe Battle of Naseby (entity). 

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

 

Ý Prince Rupert of the Rhine (E21 Person)уparticipated in (P11)уthe Battle of Naseby 

(E7 Activity) 

Ý The Battle of Naseby (E7 Activity)уhad participant (P11)уGeorge 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 

ŔŰƣĲƖƓƖĲƣШƣőĲШůĲċŰŔŰŊШŸŉШƣőĲШƽĲĤќƚШĦŸŰƣĲŰƣЮШÑőŔƚШŊŔƻĲƚШŔŰŉŸƖůċƣŔŸŰШљƽĲũũ-defined meaŰŔŰŊњШċŰĬШ

a structure more robust than the text-matching operations of a keyword search.9 The Semantic 

ìĲĤШċŔůƚШƣŸШĤƨŔũĬШŸŰШƣőĲШћìĲĤШŸŉШ?ŸĦƨůĲŰƣƚќуunderstandable to humansуƣŸШĦƖĲċƣĲШċШљћWeb 

ŸŉШ?ċƣċќШƣőĲШƚŸƖƣШŸŉШĬċƣċШǃŸƨШŉŔŰĬШŔŰШĬċƣċĤċƚĲƚњШƣőċƣШƽŔũũШĲŰċĤũĲШůċĦőŔŰĲƚШљto process and 

ћƨŰĬĲƖƚƣċŰĬќШƣőĲШĬċƣċШƣőċƣШƣőĲǃШůĲƖĲũǃШĬŔƚƓũċǃШċƣШƓƖĲƚĲŰƣЮњ10 As Berners-Lee et al. stated in 

ΞΜΜΝЯШљƣŸШĬċƣĲЯШƣőĲШìĲĤШőċƚШĬĲƻĲũŸƓĲĬШůŸƚƣШƖċƓŔĬũǃШċƚШċШůĲĬŔƨůШŸŉШĬŸĦƨůĲŰƣƚШŉŸƖШƓĲŸƓũĲШ

rather than for data and information that can be processed automaticallyЮњ11  

  

 
9 Tim Berners-Lee et al., љThe Semantic Web: A New Form of Web Content That Is Meaningful to 
Computers Will Unleash a Revolution of New PossibilitiesЯњШScientificAmerican.Com, 2001. 
10 The World Wide Web Consortium (W3C), љSemantic Web Standards,њ accessed June 15, 2025, 
https://www.w3.org/2001/sw/wiki/Main_Page.; Berners-Lee et al., љThe Semantic Web,њ 2001.  
11 Ibid. 

https://www.w3.org/2001/sw/wiki/Main_Page
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The notion of the Semantic Web was introduced by Berners-Lee in 1999; in 2009 he 

recommended a five-star deployment scheme for Linked Open Data, with the last 

ƖĲĦŸůůĲŰĬċƣŔŸŰШĤĲŔŰŊШƣŸШљũŔŰťШǃŸƨƖШĬċƣċШƣŸШŸƣőĲƖШƓĲŸƓũĲќƚШĬċƣċШƣŸШƓƖŸƻŔĬĲШĦŸŰƣĲǂƣЮњ12 Within 

cultural heritage, this principle has been applied to efforts to unite and link related yet 

dispersed items.13 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 objectуbeyond traditional documentationуthrough data.  

 

Ontologies  

An ontology was described by Berners-Lee et al. ŔŰШΞΜΜΝШċƚШљċШĬŸĦƨůĲŰƣШŸƖШŉŔũĲШƣőċƣШŉŸƖůċũũǃШ

defines the relations among termsЮњ14 Ontologies offer љƚŸũƨƣŔŸŰƚШƣŸШƣĲƖůŔŰŸũŸŊǃњШĤǃШŉŸƖůċũũǃШ

defining entities and the relationships (properties) that can be made between them.15 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 example, a person is a subclass of 

ћĤŔŸũŸŊŔĦċũШŸĤŢĲĦƣќЮШuŔŰŊШ9őċƖũĲƚШfШŔƚШċШƓĲƖƚŸŰШƣőĲƖĲŉŸƖĲШőĲШŔƚШċũƚŸШċШĤŔŸũŸŊŔĦċũШŸĤŢĲĦƣЮШ 

  

Ontologies have been designed and implemented across fields to organise information 

and disambiguate terms and their relations. Within cultural heritage, ontologies have been 

created to structure information used across cultural heritage institutions for documentation 

ċŰĬШљŊĲŰĲƖċũШŔŰƣĲƖĲƚƣЮњ16 To create the data in the Linked Data Index in Beyond the Book, I used 

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 Documentation, a 

committee of the International Council of Museums (ICOM). The CIDOC CRM Special Interest 

Group state that the CIDOC CRM љcan provide the ћƚĲůċŰƣŔĦШŊũƨĲќШŰĲĲĬĲĬШƣŸШůĲĬŔċƣĲШĤĲƣƽĲĲŰШ

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

 
12 Tim Berners-Lee, љLinked DataЯњ W3C, last modified June 18, 2009, 
https://www.w3.org/DesignIssues/LinkedData.html.  
13 See, for example, Costanza Caraffa ĲƣШċũЮШљPHAROS: A digital research space for photo archives,њ Art 
Libraries Journal 45, no.1 (2020): 2т11, doi.org/10.1017/alj.2019.34.; and љConsortium for Open 
Research Data in the HumanitiesЯњШċĦĦĲƚƚĲĬШ ƨŊƨƚƣШΝΡЯШΞΜΞΡЯШhttps://www.cordh.net .  
14 Berners-Lee et al., љThe Semantic WebЯњ 2001. 
15 Ibid. 
16  љHome | CIDOC CRM,њ International Committee for Documentation, accessed June 15, 2025, 
https://www.cidoc -crm.org. 

https://www.w3.org/DesignIssues/LinkedData.html
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and archivesЮњ17 9f?§9ќƚШĤċƚĲШŸŰƣŸũŸŊǃЯШ9Å~ШыŸƖШ9Å~ĤċƚĲьЯШŔƚШĬĲƚŔŊŰĲĬШŉŸƖШљhigh level 

ŔŰŉŸƖůċƣŔŸŰШƖĲƣƖŔĲƻċũњШċŰĬШƓƖŸƻŔĬĲƚШљthe basic classes and relations devised for the cultural 

heritage worldЮњ18 Conversely, extensions of the CIDOC CRM, such as those related to 

archaeology (CRMarchaeo and CRMba), can assist with љformulation and documentation of 

very specific data points and questions.њ19 

  

Ontologies such as the CIDOC CRM can also provide context to single collection items 

ĤǃШƣĲċƚŔŰŊШŸƨƣШƣőĲШŉŔĲũĬƚШƣőċƣШċƖĲШŸƣőĲƖƽŔƚĲШћŉũċƣƣĲŰĲĬќШĤǃШůĲƣċĬċƣċШƚƣċŰĬċƖĬƚШƚƨĦőШċƚШ?ƨĤũŔŰШ

Core. For instance, the CIDOC CRM is an events-based ontology, meaning that, rather than 

focusing on љdetailed documentation about the objects and their particular featuresЯњ it 

highlights љhistorical context, which can be described in terms of events and processesЮњ20 

ÑőƖŸƨŊőШƣőĲШũĲŰƚШŸŉШƣőĲШ9f?§9Ш9Å~ЯШċũũШĦƖĲċƣŔŸŰƚШċƖĲШƚĲĲŰШċƚШĲƻĲŰƣƚЯШĲƻĲŰШћůĲŰƣċũШĦƖĲċƣŔŸŰƚќ, 

so in addition to stating that a book has a publication date of 1680, one can tease this out to 

also state: 

  

Ý  Robert Filmer writing the text for Patriarcha (E7 Activity)уhas time-span (P4)у 

c. 1620т1653 (E52 Time-Span) 

Ý The publication of Patriarcha (E7 Activity)уhas time-span (P4)у1680 (E52 Time-

Span) 

 

According to Doerr and Kritsotaki, this љprovides a more accurate view of the past or current life 

history of a cultural objectЮњ21 Indeed, while sometimes љƖĲĬƨŰĬċŰƣњШċŰĬШљoverdetailed,њШƣőĲƚĲШ

elements create nodes in which additional information can be attached.22 For example, the 

above statements can be expanded to include: 

  

Ý The publication of Patriarcha (E7 Activity)уmotivated (P17)уJohn Locke writing Two 

Treatises of Government (E7 Activity) 

 
17 Ibid. 
18 Ibid. 
19 Ibid. 
20 Martin Doerr and Athina Kritsotaki, љDocumenting Events in MetadataЯњШŔŰШThe 7th International 
Symposium on Virtual Reality, Archaeology and Cultural Heritage VAST (2006), ed. M. Ioannides et al. 
(The Eurographics Association 2006), https://cidoc -
crm.org/sites/default/files/Documenting%20Events%20in%20Metadata.pdf 
21 Ibid. 
22 Martin Doerr, Mapping of the Dublin Core Metadata Element to the CIDOC CRM (FORTH Institute of 
Computer Science (FORTH-ICS, 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 details typically 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 assist database developers and users with linking items and 

information retrieval. I argue, however, that the practice of data modelling (or creating modelled 

instances)уthat is, the act of analysing and representing data with the guidance of an 

ontologyуcan also be used as a method of curatorial enquiry. As Lorna Hughes et al. argue, an 

ŸŰƣŸũŸŊǃќƚШљƖĲƓƖĲƚĲŰƣċƣŔŸŰШŸŉШƖĲũċƣŔŸŰƚШċůŸŰŊШĦŸŰĦĲƓƣƚ явѐШgive rise to representations [...] in 

the form of semantic networks better suited for associative, exploratory investigations and 

inferencesЮњ23 These semantic networks, as demonstrated in figs. 8 and 9, also make the 

junctions between entities explicit via visual representation of the Linked Data triple 

statement.24 As demonstrated in 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 fig. 9 

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 

fќƚШũĲƣƣĲƖƚШƽĲƖĲШƚĲŔǍĲĬШĤǃШ9ƖŸůƽĲũũќƚШŉŸƖĦĲƚЮШÑőŔƚШŔŰŉũƨĲŰĦĲĬШƣőĲ publication of The Kings 

Cabinet Opened or, Certain Packets of Secret Letters & Papers which brought into existence 

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

in turn motivated the publication of the reply, A Vindication of King Charles I. The 1902 

publication The poetry of George Wither, edited 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.  

 

 
23 Lorna Hughes et al., љDigital Methods in the Humanities: Understanding and Describing Their Use 
across the DisciplinesЯњ in A New Companion to Digital Humanities, ed. Susan Schreibman et al. (John 
Wiley & Sons, Incorporated, 2016), 205, ProQuest Ebook Central.  
24 Obrist, љHans Ulrich Obrist on What It Means to Be a Curator in a Time of Rapid Change,њ 
https://www.sundance.org/blogs/hans -ulrich-obrist-on-what-it-means-to-be-a-curator-in-a-time-of-
rapid-change-3/. 
 

https://www.sundance.org/blogs/hans-ulrich-obrist-on-what-it-means-to-be-a-curator-in-a-time-of-rapid-change-3/
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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Figure 8. Data related to the Emmerson Collection modelled to the CIDOC CRM using the British 

~ƨƚĲƨůќƚШƚĲůċŰƣŔĦШĬċƣċШƓũċƣŉŸƖůЯШÅĲƚĲċƖĦőÉƓċĦĲЮ 

 

 

Figure 9. Data related to the Emmerson Collection modelled to the CIDOC CRM using the British 

~ƨƚĲƨůќƚШƚĲůċŰƣŔĦШĬċƣċШƓũċƣŉŸƖůЯШÅĲƚĲċƖĦőÉƓċĦĲЮ 



64 

 

While creating modelled instances can be automated (for instance, via mapping 

software such as Mapping Memory Manager (3M)), I follow Dan Edelstein et al. in arguing that 

ƣőĲШƖŸũĲШŸŉШƣőĲШĦƨƖċƣŸƖШŔƚШƣŸШŉŔŰĬШљůĲċŰŔŰŊШŔŰШƣőĲШůċƚƚњ of data; thus, human scholarship and 

interpretation is still central to linking objects and meaning-making.25 As Jones argues: 

 

вШ ƨƣŸůċƣŔŸŰШŸŰũǃШŊŸĲƚШƚŸШŉċƖЮШ~ċŰǃШƣŸŸũƚШċŰĬШƣĲĦőŰŔƕƨĲƚШƽŔũũШĤĲШ

constrained by the availability of existing machine-readable 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 understand.26 

 

Furthermore, the creative and abstract process of data modelling draws parallels with the 

interpretive nature of curation. Curation and exhibition-making 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 to exclude and what to place at the periphery. Indeed, 

?ƖƨĦťĲƖШċƖŊƨĲƚШƣőċƣШĬċƣċШŰĲĲĬƚШƣŸШĤĲШƖĲĦőċƖċĦƣĲƖŔƚĲĬШċƚШћĦċƓƣċќуљƣċťĲŰШċŰĬШĦŸŰƚƣƖƨĦƣĲĬњуas 

ŸƓƓŸƚĲĬШƣŸШƣőċƣШƽőŔĦőШŔƚШљċƚƚƨůĲĬШƣŸШĤĲШċШћŊŔƻĲŰќ able to be recorded and observedЮњ27 This is 

an argument echoed by digital humanist Øyvind Eide, who states that љthe whole point of 

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

ċƚƓĲĦƣƚЮњ28 Both Drucker and Eide also apply their arguments more broadly to ontologies, with 

Drucker arguing that ontologies are љideologies through and through, as naming, ordering, and 

parameterizing are interpretative acts that enact their view of knowledge, reality, and 

ĲǂƓĲƖŔĲŰĦĲШċŰĬШŊŔƻĲШŔƣШŉŸƖůЮњ29 In turn, Eide states that ontologies are љformal models for storing 

ťŰŸƽũĲĬŊĲШċĤŸƨƣШƣőĲШƽŸƖũĬШĤċƚĲĬШŸŰШċШƓċƖƣŔĦƨũċƖШƚĲƣШŸŉШƓĲƖƚƓĲĦƣŔƻĲƚЮњ30 Thus, in a curatorial 

approach to creating modelled instancesуor rather, creating modelled instances as a 

curatorial processуhuman interpretation and judgement in selection and clarification is 

central.  

 
25 FORTH Institute of Computer Science (FORTH-ICS)ЯШљ~ċƓƓŔŰŊШ~ĲůŸƖǃШ~ċŰċŊĲƖШыΟ~ьЯњШċĦĦĲƚƚĲĬШsƨŰĲШ
15, 2025, http://139.91.183.3/3M.; Edelstein et al., љHistorical Research in a Digital AgeЯњШΠΝΦЮШ  
26 Jones, Artefacts, Archives, and Documentation in the Relational Museum, 140.  
27 Johanna Drucker, љHumanities Approaches to Graphical DisplayЯњ Digital Humanities Quarterly 5, no. 1 
(2011), https://www.digitalhumanities.org/dhq/vol/5/1/000091/000091.html.   
28 Øyvind Eide, љModelling and Networks in Digital HumanitiesЯњ in Routledge International Handbook of 
Research Methods in Digital Humanities, ed. Kristen Schuster and Stuart Dunn (Taylor & Francis Group, 
2020), 105, ProQuest Ebook Central. 
29 Drucker, љÂĲƖŉŸƖůċƣŔƻĲШ~ċƣĲƖŔċũŔƣǃШċŰĬШÑőĲŸƖĲƣŔĦċũШ ƓƓƖŸċĦőĲƚШƣŸШfŰƣĲƖŉċĦĲ.њ 
30 EŔĬĲЯШљ~ŸĬĲũũŔŰŊШċŰĬШ ĲƣƽŸƖťƚШŔŰШ?ŔŊŔƣċũШcƨůċŰŔƣŔĲƚ,њ 103. 

http://139.91.183.3/3M
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Eide also focuses on the epistemological potential of data modelling, stating that 

љяĲѐƻĲŰШŔŉШƣőĲШŊŸċũШŔƚШƣŸШůċťĲШƚŸůĲƣőŔŰŊЯШŸŰĲШƽŔũũШċũƚŸШũĲċƖŰШŉƖŸůШƣőĲШƓƖŸĦĲƚƚЮњ31 In the context 

of data modelling as curatorial process, a curator could shape their modeled data from several 

perspectives as a method of enquiry, such as ћ9őċƖũĲƚШċƚШĦŸũũĲĦƣŸƖќЯШћ9őċƖũĲƚШċƚШƚƨĤŢĲĦƣќЯШ

ћ9őċƖũĲƚШċƚШċƨƣőŸƖќЯШћƣőĲШĲƻĲŰƣƚШ9őċƖũĲƚШƓċƖƣŔĦŔƓċƣĲĬШŔŰШŸƖШƽŔƣŰĲƚƚĲĬќЯШŸƖШћ9őċƖũĲƚќƚШĦŸŰŰĲĦƣŔŸŰШ

to other peopleќуauthors, printers, book binders, etc. However, Eide goes on to argue that љour 

practice can only function as epistemological processes if we have certain visual 

ƖĲƓƖĲƚĲŰƣċƣŔŸŰƚШŸŉШƣőĲШůċƣĲƖŔċũЮњ32 Similarly, Edelstein et al. argue that the visualisation of data 

helps to љguide us, to uncover patterns and provoke questions that we otherwise might not ever 

őċƻĲШĦŸŰƚŔĬĲƖĲĬЮњ33 Thus, central to data modelling as a curatorial method of enquiry is the 

visual representation of the modelled instances. The classes and properties of an ontology are 

ƣǃƓŔĦċũũǃШƻŔƚƨċũŔƚĲĬШċƚШċШŰĲƣƽŸƖťШċƚШċƖĲШƣőĲШůŸĬĲũũĲĬШĬċƣċШċƚШћŔŰƚƣċŰĦĲƚќШŸŉШĦũċƚƚĲƚШċŰd 

properties, as can be seen in the above knowledge graphs.34 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 knowledge graph. The curator may also model multiple 

perspectives/stories, which can then be visualised as a networked knowledge graph, thus 

facilitating meaning-making by providing the viewer with the freedom to navigate different 

perspectives and serendipitously discover connectionsуbe they those identified by the curator 

or their own. For instance, the viewer may wish to discover more about ċШĤŸŸťќƚ text, 

materiality, or both. 

 

To date, many data modelling and Linked Data projects in the humanities have resulted 

in enhanced searchability for databases.35 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, љsearch fails to match the ample abundance of our digital 

 
31 EŔĬĲЯШљ~ŸĬĲũũŔŰŊШċŰĬШ ĲƣƽŸƖťƚШŔŰШ?ŔŊŔƣċũШcƨůċŰŔƣŔĲƚ,њ 91. 
32 Ibid., 105. 
33 Edelstein et al., љcŔƚƣŸƖŔĦċũШÅĲƚĲċƖĦőШŔŰШċШ?ŔŊŔƣċũШ ŊĲЯњШΠΞΜЮШ 
34 Discussion on network visualisation see Øyvind EŔĬĲЯШљ~ŸĬĲũũŔŰŊШċŰĬ Networks in Digital 
cƨůċŰŔƣŔĲƚЮњ in Routledge International Handbook of Research Methods in Digital 
Humanities, ed. Kristen Schuster and Stuart Dunn (London; New York: Taylor & Francis Group, 2020), 
104, http://ebookcentral.proquest.com/lib/anu/detail.action?docID=6267325.  
35 For an љexploratory study of some existing linked data systems, яв] their interfaces and their 
visualization and interaction modes,њ see Cláudia Guedes et al., љ?ĲƚŔŊŰŔŰŊШÖƚĲƖШfŰƣĲƖċĦƣŔŸŰШƽŔƣőШxŔŰťĲĬШ
Data in Historical Archives,њ Journal on Computing and Cultural Heritage 15, no. 3 (2022): 43:1т
43:22, https://doi.org/10.1145/3485731.  

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

ŔŰƣĲƖŉċĦĲШƽŸƨũĬШĬŸШůŸƖĲШƣŸШƖĲƓƖĲƚĲŰƣШƣőĲШƚĦċũĲШċŰĬШƖŔĦőŰĲƚƚШŸŉШŔƣƚШĦŸũũĲĦƣŔŸŰШяЮЮЮѐЮњ36 

 

Indeed, if modelled and Linked Data can provide context and make junctions explicit, 

why hide these relationships behind search? This is the question I aimed to address in Beyond 

the Book by trialing a method for the development of online exhibitions that draws on Linked 

Data, ontologies, and creating modelled instances from inception to interface. I hypothesised 

that creating modelled instances and visualising and publishing them in a Linked Data format 

ƽŸƨũĬШĲŰƖŔĦőШĤŸƣőШƣőĲШĦƨƖċƣŸƖќƚШƨŰĬĲƖƚƣċŰĬŔŰŊШċŰĬШƣőĲШċƨĬŔĲŰĦĲќƚШŔŰƣĲƖƓƖĲƣċƣŔŸŰШŸŉШƣőĲШ

collection. This methodology draws out the context and junctions essential to interpretation 

and narrative, just as early hypermedia environments incorporated hypertextуelectronically 

linked textуƣŸШĲůƓőċƚŔƚĲШљĦŸŰŰĲĦƣŔŸŰƚШċŰĬШƖĲũċƣŔŸŰƚЮњ37 However, the use of Linked Data in 

Beyond the Book differs from hypertext in that it is often composed of stable URIs, is structured 

on an International Organisation for Standardization (ISO)уaccepted ontologyуand can be 

exported and reused. Beyond the Book reimagines 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 section draws on ìőŔƣĲũċƽќƚШĦŸŰĦĲƓƣШŸŉШћŊĲŰĲƖŸƨƚШŔŰƣĲƖŉċĦĲƚќШto analyse the interface 

outcomes of cultural heritage Linked Data projects. It situates my research project in 

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

the work of Edie Davis and Bahareh Heravi to highlight research needs as the predominant 

motivating factor for the use of Linked Data by memory institutions. I argue that Beyond the 

Book is a more generous interface than the semantic database as it bypasses the search box to 

present Linked Data in a way that it can be explored and enjoyed. I conclude by situating my 

project within literature that analyses the relationship between Linked Data and interface, 

arguing that it addresses a knowledge gap by drawing on an events-based ontology to create an 

online exhibition from inception to interface.  

 

 
36 Whitelaw, љ]ĲŰĲƖŸƨƚШfŰƣĲƖŉċĦĲƚШŉŸƖШ?ŔŊŔƣċũШ9ƨũƣƨƖċũШ9ŸũũĲĦƣŔŸŰƚ,њШ
https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html .  
37 George P. Landow, љHypertext in Literary Education, Criticism, and ScholarshipЯњ Computers and the 
Humanities 23, no. 3 (1989): 174, https://doi.org/10.1007/BF00056142.; For an example of a hypermedia 
environment, see George P. Landow, љVictorian WebЯњШaccessed August 1, 
2025, http://www.victorianweb.org .  

https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html
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Generous Interfaces and Online Exhibitions  

In his article ћGenerous Interfaces for Digital Cultural 9ŸũũĲĦƣŔŸŰƚќ (2015), Whitelaw argues that 

the interface љplays an inescapable role in mediating digital heritageЮњ38 For this reason, the 

љstakes are őŔŊőњ: the way this content is structured and delivered via the interface determines 

how we perceive digital heritage. Yet, search, which љdiscourages exploration, and withholds 

more than it provides,њ is deeply ingrained in the thinking and practices of digital collections.39 

Whitelaw argues that more generous interfaces would emphasise љexploration and 

interpretation over task and information retrievalЮњ40 They would љestablish context and 

maintain orientationњ and љenrich interpretation by revealing relationships and structures 

within a collectionЮњ41 Thus, generous interfaces draw parallels with the potential for online 

exhibitions to communicate context and support meaning-making by making explicit the 

relationship between objectsуand entities associated objectsу through data.  

 

Whitelaw uses the notion of generous interfaces as a framework for analysing three 

interfaces őĲШĬĲƚŔŊŰĲĬШċŰĬШĬĲƻĲũŸƓĲĬЯШĦŸŰĦũƨĬŔŰŊШƣőċƣШћŸƻĲƖƻŔĲƽќШƓũċǃĲĬШљa founding role in 

ƣőĲƚĲШŊĲŰĲƖŸƨƚШŔŰƣĲƖŉċĦĲƚЮњ42 According to Whitelaw, overview can demonstrate the shape of a 

collection and provide љa self-ƚƨŉŉŔĦŔĲŰƣШŔŰƣĲƖŉċĦĲШƣŸШŰċƻŔŊċƣĲШяŔƣѐЮњ43 Representing a whole 

collection in such a compact way, however, has its challenges. As Whitelaw elaborates, 

љoverview is a constructed representation. Specific features of a collection are selected and 

aggregated; other features are elided or ignored.њ44 Thus, the construction of generous 

interfaces also draws parallels with the interpretative nature of curation. However, the 

relationship between generous interfaces and Linked Data, as well as that of generous 

interfaces and online exhibition-making, has yet to be adequately explored. As Whitelaw argues 

љwhile there are promising signs of a new generosity emerging, much more is possible.њ45 The 

following literature review of Linked Data projects demonstrates this by analysing the interfaces 

these projects produce through the lens of generous interfaces. It ĲǂƣĲŰĬƚШ?ċƻŔƚШċŰĬШcĲƖċƻŔќƚ 

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 interfaces. In doing so, it 

 
38 ìőŔƣĲũċƽЯШљ]ĲŰĲƖŸƨƚШfŰƣĲƖŉċĦĲƚШŉŸƖШ?ŔŊŔƣċũШ9ƨũƣƨƖċũШ9ŸũũĲĦƣŔŸŰƚЯњШ
https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html . 
39 Ibid.  
40 Ibid.  
41 Ibid. 
42 Ibid.  
43 Ibid.  
44 Ibid.  
45 Ibid.  

https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html
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determines whether these interfaces expose the context essential to object interpretation and 

narrative, as to whether this context can be navigated and explored.    

 

Motivating Factors for Linked Data Projects  

In 2021, Edie Davis, a library and information studies researcher, and Bahareh Heravi, a data 

journalism professor, conducted a literature review of forty-two papers, published between 

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

by three research questionsуŔŰĦũƨĬŔŰŊШљƽőċƣШċƖĲШƣőĲШůŸƣŔƻċƣŔŰŊШŉċĦƣŸƖƚШƽőŔĦőШĬƖŔƻĲШĦƨũƣƨƖċũ 

őĲƖŔƣċŊĲШŸƖŊċŰŔƚċƣŔŸŰƚШƣŸШƨŰĬĲƖƣċťĲШũŔŰťĲĬШĬċƣċШƓƖŸŢĲĦƣƚењуthe authors found that љresearch 

needsњ were љby far the most frequently cited reason for undertaking a linked data projectЮњ46 

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

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

яЮЮЮѐШŸƖШƣŸШĦƖĲċƣĲШƣŸŸũƚШƣŸШŔůƓƖŸƻĲШƣőĲШĲǂƓĲƖŔĲŰĦĲШŸŉШƖĲƚĲċƖĦőĲƖƚЮњ47 For example, the Linked Data 

Metadata for Digital Clothing Collections project by Oregon State University Libraries was 

initiated to create and implement љċШũŔŰťĲĬШĬċƣċШůĲƣċĬċƣċШƚĦőĲůĲШŉŸƖШĦũŸƣőŔŰŊњШƣŸШŔůƓƖŸƻĲШ

discovery of items within the ScholarsArchive digital repository.48 Items 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 project. Such projects typically map an existing dataset to an 

ontology such as the CIDOC CRM and provide users with access to the data via a search 

interface and/or SPARQL endpoints. In addition to being ungenerous since they љdemand a 

queryЯњ these interfaces do not support љpleasure and thoughtful ĲŰŊċŊĲůĲŰƣњ as the 

motivation for their existence is based on a research need.49  

 

ScholarsArchive does not stand in isolation; rather, as my literature review reveals, 

most Linked Data Projects result in a semantic database outcome, with some notable 

exceptions. As shall be discussed, some scholars have acknowledged the relevance of 

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

 
46 Edie Davis and Bahareh Heravi, љLinked Data and Cultural Heritage: A Systematic Review of 
Participation, Collaboration, and MotivationЯњ Journal on Computing and Cultural Heritage 14, no. 2 
(2021): 21:10, https://doi.org/10.1145/3429458. 
47 Ibid.  
48 Maura Valentino, љLinked Data Metadata for Digital Clothing CollectionsЯњ Journal of Web Librarianship 
11 no. 3т4 (2017): 231, https:// doi.org/10.1080/19322909.2017.1359135.  
49 ìőŔƣĲũċƽЯШљ]ĲŰĲƖŸƨƚШfŰƣĲƖŉċĦĲƚШŉŸƖШ?ŔŊŔƣċũШ9ƨũƣƨƖċũШ9ŸũũĲĦƣŔŸŰƚЯњШ
https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html . 

https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html
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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 of a Linked Data 

ƚƣċŰĬċƖĬЮШÑőĲШ~ƨƚĲƨůќƚШĦŸũũĲĦƣŔŸŰШőċƚШĤĲĲŰШĬĲƚĦƖŔĤĲĬШƨƚŔŰŊШƣőĲШ9f?OC CRM and in 2011 it 

ũċƨŰĦőĲĬШċШћƚĲůċŰƣŔĦШƽĲĤќоÉÂ ÅÄxШendpoint to its data.50 This endpoint, however, was 

temperamentalуƚĲĲЯШŉŸƖШĲǂċůƓũĲЯШƣőĲШñШыŉŸƖůĲƖũǃШÑƽŔƣƣĲƖьШƓċŊĲШћfƚШƣőĲШ7ƖŔƣŔƚőШ~ƨƚĲƨůќƚШ

ĲŰĬƓŸŔŰƣШƽŸƖťŔŰŊеќуand since 2014 it has been inaccessible.51 Further, as Toby Burrows et al. 

note љSPARQL has a reputation for being opaque and difficult for traditional humanists to 

ũĲċƖŰЮњ52 Thus, SPARQL endpoints can be considered ungenerous from two perspectives: the 

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

users.53 Other notable cultural heritage linked open datasets that can be accessed, 

predominately through variations of search, ŔŰĦũƨĬĲаШƣőĲШÉůŔƣőƚŸŰŔċŰШ ůĲƖŔĦċŰШ ƖƣШ~ƨƚĲƨůќƚШ

object and artist records; Zeri Photo Archive; the British Library's British National Bibliography; 

ƣőĲШ ċƣŔŸŰċũШxŔĤƖċƖǃШŸŉШ[ƖċŰĦĲѣƚШĬċƣċЮĤŰŉЮŉƖбШċŰĬШƣőĲШ ċƣŔŸŰċũШ]ċũũĲƖǃШxŸŰĬŸŰќƚШĦŸŰƻĲƖƚŔŸŰШŸŉШ

data from its Raphael Research Resource to Linked Data.54  

 

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

ƓũċƣŉŸƖůЯШxÖñЯШƽőŔĦőШŔŰƣĲŊƖċƣĲƚШĦŸũũĲĦƣŔŸŰШĬċƣċШŉƖŸůШċĦƖŸƚƚШòċũĲќƚШůƨƚĲƨůƚЯШċƖĦőŔƻĲƚЯШċŰĬШ

 
50 ÉĲĲШ~ŔċШÅŔĬŊĲЯШљUnlocking Potential: Where Next for Open Cultural Data in Museums?њШMuseum iD, 
accessed August 15, 2025, https://museum -id.com/unlocking-potential-next-open-cultural -data-
museums-mia-ridge. 
51 @bm_lod_status, љfƚШƣőĲШ7ƖŔƣŔƚőШ~ƨƚĲƨůќƚШendpoint working?њШÑƽŔƣƣĲƖШыŰŸƽШñьЯШaccessed August 15, 
2025, https://mobile.x.com/bm_lod_status/status/1492197022413336584.; The URL for the endpoint 
was: http://collection.britishmuseum.org/Sparql . At the time of writing, this link was not accessible.  
52 Toby 7ƨƖƖŸƽƚШĲƣШċũЮЯШљMedieval Manuscripts and Their Migrations: Using SPARQL to Investigate the 
ÅĲƚĲċƖĦőШÂŸƣĲŰƣŔċũШŸŉШċŰШ ŊŊƖĲŊċƣĲĬШuŰŸƽũĲĬŊĲШ]ƖċƓőЯњШDigital Medievalist 15, no. 1 (2022),  
https://doi.org/10.16995/dm.8064.  
53 ìőŔƣĲũċƽЯШљ]ĲŰĲƖŸƨƚШfŰƣĲƖŉċĦĲƚШŉŸƖШ?ŔŊŔƣċũШ9ƨũƣƨƖċũШ9ŸũũĲĦƣŔŸŰƚЯњШ
https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html . 
54 ÉĲĲШљxŔŰťĲĬШ§ƓĲŰШ?ċƣċШċƣШÉ ~ЯњШÉůŔƣőƚŸŰŔċŰШ ůĲƖŔĦċŰШ ƖƣШ~ƨƚĲƨůЯШċĦĦĲƚƚĲĬШ ƨŊƨƚƣШΝЯШΞΜΞΡЯШ
https://americanart.si.edu/about/lod.;  ~ċƖŔũĲŰċШ?ċƕƨŔŰŸШĲƣШċũЮЯШљEŰőċŰĦŔŰŊШÉĲůċŰƣŔĦШEǂƓƖĲƚƚŔƻŔƣǃШŔŰШƣőĲШ
9ƨũƣƨƖċũШcĲƖŔƣċŊĲШ?ŸůċŔŰаШEǂƓŸƚŔŰŊШƣőĲШüĲƖŔШÂőŸƣŸШ ƖĦőŔƻĲШċƚШxŔŰťĲĬШ§ƓĲŰШ?ċƣċЯњШJournal on Computing 
and Cultural Heritage 10, no. 4 (2017): 1т21, https://doi.org/10.1145/3051487ЮбШљ7ƖŔƣŔƚőШ ċƣŔŸŰċũШ
7ŔĤũŔŸŊƖċƓőǃЯњШ7ƖŔƣŔƚőШxŔĤƖċƖǃЯШċĦĦĲƚƚĲĬШ ƨŊƨƚƣШΝЯШΞΜΞΡЯШőƣƣƓƚаооĤũЮŰċƣĤŔĤ-ũŸĬЮŸƖŊЮбШEũŔƚċШ]ƖŔůċũĬŔЯШљÑőĲШ
ĲƻŸũƨƣŔŸŰШŸŉШ?ċƣċЮĤŰŉЮŉƖаШƓċƚƣЯШƓƖĲƚĲŰƣШċŰĬШŉƨƣƨƖĲШŸŉШƣőĲШ7Ű[ШũŔŰťĲĬШŸƓĲŰШĬċƣċШƓƖŸŢĲĦƣЯњШJLIS.It 15, no. 2 
(2024):119-33, https://doi.org/10.36253/jlis.it -ΡΥΥЮбШљ§ƓĲŰШ?ċƣċШŔŰШcĲƖŔƣċŊĲШÉĦŔĲŰĦĲЯњШÑőĲШ ċƣŔŸŰċũШ
Gallery, London, accessed August 1, 2025, https://rdf.ng -london.org.uk/sshoc/. 

https://mobile.x.com/bm_lod_status/status/1492197022413336584
https://doi.org/10.16995/dm.8064
https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html
https://americanart.si.edu/about/lod.;
https://doi.org/10.1145/3051487
https://rdf.ng-london.org.uk/sshoc/
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libraries.55 This data has been mapped to Linked Art specifications which are built on elements 

from the CIDOC CRM.56 Presently, users can search for objects, concepts, events and people, 

refining results based on entity properties, i.e., ŉŸƖШћĲƻĲŰƣƚќШċШƚĲċƖĦőШĦŸƨũĬШĤĲШĦŸŰĬƨĦƣĲĬШƣŸШ

ƖĲƣƖŔĲƻĲШċũũШƣőŸƚĲШћ9ċƖƖŔĲĬШ§ƨƣШ7ǃќШƻċŰШ]ŸŊő (see fig. 10). As demonstrated by fig. 11, this yields 

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 Rossetti held at the Van Gogh Museum in 2004) and its associated 

properties. Due to the size and extent of the LUX database (17,332,834 objects, 4,673,020 

concepts, etc.), the main point of entry into this data is via a search query.57 While the landing 

page to LUX does display links to sets of data (i.e., 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 top-level theme of the set. Thus, while 

these data sets offer a љĦŸůƓƖĲőĲŰƚŔƻĲШƖĲƓƖĲƚĲŰƣċƣŔŸŰШŸŉШƣőĲШĦŸũũĲĦƣŔŸŰЯњ in contrast to search, 

they are љŔůƓƖċĦƣŔĦċũШċŰĬШƨŰŔŰƚƓŔƖĲĬЯњШċŰĬШƣőĲƖĲŉŸƖĲШƨŰŊĲŰĲƖŸƨƚЮ58  

 

 
Figure 10. Screenshot of the search function of òċũĲШÖŰŔƻĲƖƚŔƣǃќƚШĦŸũũĲĦƣŔŸŰШĬŔƚĦŸƻĲƖǃШƓũċƣŉŸƖůЯШxUX. Note 

the ability to search for events via a related property and entity.  

 
55 љxÖñаШòċũĲШ9ŸũũĲĦƣŔŸŰƚШ?ŔƚĦŸƻĲƖǃ,њ Yale, accessed July 12, 2025, https://lux.collections.yale.edu . 
56 See xŔŰťĲĬШ ƖƣШEĬŔƣŸƖŔċũШ7ŸċƖĬЯШљxŔŰťĲĬШ ƖƣЯњШaccessed August 5, 2025, https://linked.art/ .  
57 љxÖñаШòċũĲШ9ŸũũĲĦƣŔŸŰƚШ?ŔƚĦŸƻĲƖǃ.њ 
58 ìőŔƣĲũċƽЯШљ]ĲŰĲƖŸƨƚШfŰƣĲƖŉċĦĲƚШŉŸƖШ?ŔŊŔƣċũШ9ƨũƣƨƖċũШ9ŸũũĲĦƣŔŸŰƚЯњШ
https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html . 

https://linked.art/
https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html
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Figure 11. Screenshot of results generated within LUX ŉŸƖШƣőĲШƕƨĲƖǃШћEƻĲŰƣƚуcarried out byуvan ]ŸŊőќ.  
 

 

Similarly, Thailand Open Museum System (TOMS), is a web- and ontology-based system 

for the sharing of otherwise heterogeneous data among museums.59 The system interface 

allows users to search and discover materials across three collections in Thailand. For 

ŔŰƚƣċŰĦĲЯШċШƚĲċƖĦőШŉŸƖШћ7ƨĬĬőċќШƽŔũũШƖĲƣƖŔĲƻĲШƖĲũĲƻċŰƣШƽŸƖťƚШĤĲũŸŰŊŔŰŊШƣŸШĲċĦőШĦŸũũĲĦƣŔŸŰЮШÑŸШ

achieve this, basic catalogue data was modelled to the 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 and facilitate end-user engagement with Thai collections. As 

such, in their article on the system, љTOMS: A Linked Open Data System for Collaboration and 

Distribution of Cultural Heritage Artifact Collections of National Museums in Thailandњ (2019), 

Chanhom Weeraphan and Chutiporn Anutariya from the Asian Institute of Technology evaluate 

ƣőĲШƚǃƚƣĲůќƚШĲŉŉĲĦƣŔƻĲŰĲƚƚШċŰĬШŔůƓċĦƣШŉŸƖШƖĲƚĲċƖĦőĲƖƚШċŰĬШƚƣċŉŉЮШÑőĲǃШĦŸŰĦũƨĬĲШƣőċƣШÑ§~ÉШ

enhances museum work by decreasing the amount of time it takes to locate relevant objects 

across collections. Furthermore, non-museum staff users were satisfied with the availability of 

suitable contentуa consequence of the amalgamation of heterogenous data sets within TOMS. 

Thus, the use of Linked Data within TOMS supports research tasks, which reflects Davis and 

cĲƖċƻŔќƚШŉŔŰĬŔŰŊƚШƣőċƣШůŸƚƣШĦƨũƣƨƖċũШőĲƖŔƣċŊĲШxŔŰťĲĬШ?ċƣċШƓƖŸŢĲĦƣƚШare motivated by this 

objective. While the functionality of TOMS fulfills the research needs of museum staff and 

 
59 See Weeraphan Chanhom and Chutiporn Anutariya, љÑ§~ÉаШ ШxŔŰťĲĬШ§ƓĲŰШ?ċƣċШÉǃƚƣĲůШŉŸƖШ
Collaboration and Distribution of Cultural Heritage Artifact Collections of National Museums in 
Thailand,њШNew Generation Computing 37, no. 4 (2019): 479т98, https://doi.org/10.1007/s00354-019-
00063-1. 

https://doi.org/10.1007/s00354-019-00063-1
https://doi.org/10.1007/s00354-019-00063-1
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interviewed visitors, the interface emphasises љtask and information retrievalњ over 

љexploration and interpretationњ and can therefore be considered ungenerous.60  

 

As opposed to the above examples, Europeana hosts externally provided, aggregated 

data shared by approximately 2,000 cultural heritage institutions. Through external aggregators, 

this data is modelled or mapped to the European Data Model (EDM)уљa framework for 

collecting, connecting and enriching metadataЮњ61 E?~ШƽċƚШĬĲƚŔŊŰĲĬШƣŸШŉċĦŔũŔƣċƣĲШEƨƖŸƓĲċŰċќƚШ

participation in the Semantic Web, thus it enables the integration of data related to љpersons, 

places, subjects, etc.њ from selected authoritative sources into Europeana object records.62 

TőƖŸƨŊőШċШƓƖŸĦĲƚƚШĦŸŔŰĲĬШћƚĲůċŰƣŔĦШĲŰƖŔĦőůĲŰƣќШыŸƖШĦŸŰƣĲǂƣƨċũŔƚċƣŔŸŰьШEƨƖŸƓĲċŰċШ

automatically augments metadata shared by providers with controlled terms from external 

Linked Open vocabularies or data sets.63 [ŸƖШŔŰƚƣċŰĦĲЯШŔŉШċŰШŸĤŢĲĦƣќƚШůĲƣċĬċƣċШĦŸŰƣċŔŰƚШƣĲǂƣШ

ƚƣƖŔŰŊƚШƖĲũċƣĲĬШƣŸШћŉċƚőŔŸŰќ, ƣőĲШŸĤŢĲĦƣШƖĲĦŸƖĬШĦċŰШĤĲШċƨƣŸůċƣŔĦċũũǃШћĲŰƖŔĦőĲĬќШƽŔƣőШƣőĲШ

ĦŸŰƣƖŸũũĲĬШƣĲƖůШŉŸƖШƣőĲШĦŸŰĦĲƓƣШŸŉШћŉċƚőŔŸŰќШŉƖŸůШƣőĲШ?7ƓĲĬŔċШĬċƣċƚĲƣЮ64 Europeana argues that 

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 facilitates љricher resource discovery and 

improved display of more complex dataЮњ65  

 

Controlled terms, however, are not enough to contextualise an object as they do not 

ƖĲŉũĲĦƣШċŰШŸĤŢĲĦƣќƚШŢŸƨƖŰĲǃШƣőƖŸƨŊőШƣŔůĲШċŰĬШƚƓċĦĲ, nor do they reveal the significance of events 

it has witnessed. Indeed, the example Europeana provides on its website of a semantically 

enriched object contains several unlinked entries in the description field: ћFashion, Peruke, Wig 

macker (maker?)ќ (see fig. 12).66 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 term (see fig. 

 
60 ìőŔƣĲũċƽЯШљ]ĲŰĲƖŸƨƚШfŰƣĲƖŉċĦĲƚШŉŸƖШ?ŔŊŔƣċũШ9ƨũƣƨƖċũШ9ŸũũĲĦƣŔŸŰƚЯњШ
https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html . 
61EƨƖŸƓĲċŰċЯШљÑőĲШEƨƖŸƓĲċŰċШ?ċƣċШ~ŸĬĲũШŉŸƖШ9ƨũƣƨƖċũ HeritageЯњШċĦĦĲƚƚĲĬШ ƨŊƨƚƣШΝΡЯШΞΜΞΡЯШ
https://pro.europeana.eu/files/Europeana_Professional/Share_your_data/Technical_requirements/EDM
_Documentation/EDM_Factsheet.pdf. 
62 Ibid. 
63 EƨƖŸƓĲċŰċЯШљÉĲůċŰƣŔĦШEŰƖŔĦőůĲŰƣЯњШċĦĦĲƚƚĲĬШ ƨŊƨƚƣШΝΡЯШΞΜΞΡЯ 
https://pro.europeana.eu/page/europeana-semantic-enrichment. 
64 DBpedia is a community-driven 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 
ƕƨĲƖǃШċŰĬШĦŸŰŰĲĦƣШìŔťŔƓĲĬŔċќƚШŔŰŉŸƖůċƣŔŸŰШƽŔƣőШŸƣőĲƖШĬatasets on the Semantic Web. 
65 EƨƖŸƓĲċŰċЯШљÑőĲШEƨƖŸƓĲċŰċШ?ċƣċШ~ŸĬĲũШŉŸƖШ9ƨũƣƨƖċũШcĲƖŔƣċŊĲЮњ 
66 ÉĲĲШљ ШůċŰШĤƨŔũĬŔŰŊШċШƽŔŊШŸŰШƣŸШƣőĲШőĲċĬШŸŉШċШƽŸůċŰвњШEƨƖŸƓĲċŰċЯШċĦĦĲƚƚĲĬШAugust 1, 2025, 
https://www.europeana.eu/en/item/9200579/ej7aec4r .  

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

LUX data setsуit 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 

ĬċƣċШċŰĬШŔŰƚƣĲċĬШĦŸŰƣċŔŰШůŸƖĲШћgood ƣŸШťŰŸƽќШŔŰŉŸƖůċƣŔŸŰЮ67 As Bernhard Haslhofer and 

Antoine Isaac suggest in 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 metadata.68 

Thus, if object records never contained information related to events, this will not be captured 

in the updated EDM record. 

 

 
Figure 12. Screenshot of the ћŊŸŸĬШƣŸШťŰŸƽќ metadata for A man building a wig on to the head of a 

womanвШlisted in EƨƖŸƓĲċŰċќƚШĦŸũũĲĦƣŔŸŰШĬċƣċĤċƚĲ (detail). Note the two linked subject terms.  

 
67According to EƨƖŸƓĲċŰċќƚ draft EDM roadmapу accessible via this link: 
https://docs.google.com/document/d/1omFFf4KsNZAAnaOUvXOvxRc1nmrKcLHxrrB58KwLY2g/edit?tab
=t.0уin 2017 the Europeana Data Quality Committee began discussions on 
the representation of events in EDM. [ŸƖШŉƨƖƣőĲƖШŔŰŉŸƖůċƣŔŸŰШŸŰШƣőĲШ?ċƣċШÄƨċũŔƣǃШ9ŸůůŔƣƣĲĲќƚШƓũċŰШƣŸШ
represent events in EDM, see, EuropeanaЯШљ?ċƣċШÄƨċũŔƣǃШ9ŸůůŔƣƣĲĲ,њШċĦĦĲƚƚĲĬШ ƨŊƨƚƣШΝΡЯШ
2025, https://pro.europeana.eu/project/data -quality-committee.  
68 See Bernhard Haslhofer and Antoine IsaacЯШљEƨƖŸƓĲċŰċШx§?ШƓŔũŸƣЯњ Europeana Pro, December 4, 2014, 
https://pro.europeana.eu/page/europeana-lod-pilot-edm. 

http://pro.europeana.eu/get-involved/europeana-tech/data-quality-committee
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Figure 13. Screenshot of the search results page linked to A man building a wig on to the head of a 

ƽŸůċŰиЮƻŔċШƣőĲШƚƨĤŢĲĦƣШƣĲƖůШћĦŸƚƣƨůĲќШыĬĲƣċŔũьЮШNote this page contains more than 16,000 search 

ƖĲƚƨũƣƚШƖĲũċƣĲĬШƣŸШћĦŸƚƣƨůĲќЮ 

 

Further, as Haslhofer and Isaac explain, the љlow granularity of the enrichment Ĭċƣċњ 

has led to ambiguity around the controlled terms in certain metadata fields, ƚƨĦőШċƚШћsubjectќ.69 

While tőŔƚШŔƚШċШƖĲƚƨũƣШŸŉШƣőĲШƚŸƨƖĦĲШŸŉШƣőĲШƣĲƖůƚШŰŸƣШĤĲŔŰŊШƖĲĦŸƖĬĲĬЯШƽőŔũĲШċŰШћĲŰƖŔĦőĲĬќШƖĲĦŸƖĬШ

ůċǃШĦŸŰƣċŔŰШƣőĲШƣĲƖůШћ[ƖċŰĦĲќ, it is unclear whether France refers 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 entities, therefore for certain place terms, 

Haslhofer and Isaac were forced to use an љabstract EDM property that merely expresses that 

the item is ћgenerally linkedќ to that placeЮњ70 Thus, 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. It is this contextual data that can, in turn, be used to construct curatorial narratives.  

 

 
69 Ibid. 
70 Ibid. 
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Another relevant Linked Data project with a semantic database outcome was ћThe 

Sphere: Knowledge System Evolution and the Shared Scientific Identity of Europeќ led by Max 

Planck Institute for the History of Science. The project aimed to understand љthe mechanisms 

of homogenization and diversification of scientific knowledge from the late medieval epoch 

until the end of the early modern periodЮњ71 The resulting database, CorpusTracer contains 

records for concepts, including objects related to four treatises: De sphaera of Johannes de 

Sacrobosco, Sphaera of Ps.-Proclus, Theoricae planetarum attributed to Gerard of Cremona, 

and the Theoricae novae of Georg von Peurbach.72 According to the creators of CorpusTracer, 

Florian Kräutli and Matteo Valleriani, to create their data, they built a front-end interface to the 

7ƖŔƣŔƚőШ~ƨƚĲƨůќƚШƚĲůċŰƣŔĦШĬċƣċШƓũċƣŉŸƖůШResearchSpace. This data is structured on the 

CIDOC CRM and its bibliographic extension, FRBRoo. The combination of these two models in 

the creation of data supports the capturing of both concepts 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 context-building, where data modelled to these 

ontologies can reflect the many entities surrounding a cultural heritage object and its journey 

through time and space. However, in their article on the design of the database, Florian Kräutli 

and Matteo Valleriani summarise ƣőċƣЯШĤǃШċĤƚƣƖċĦƣŔŰŊШċШĤŸŸťќƚШĦŸŰƣĲŰƣЯШ9f?§9Ш9Å~ШċŰĬШ

FRBRoo, together with CorpusTracer can support analysis related to specific research 

questions. For example, questions concerning љthe conceptual relations of books and the texts 

they containњ or љthe social network of books and their publishers.њ73 As such, like TOMS, 

Linked Data was employed within this project to support research needs rather than enjoyment 

or serendipitous discovery.  

 

LŔťĲШƣőĲШ7ƖŔƣŔƚőШ~ƨƚĲƨůќƚШLinked Data, CorpusTracer is accessed via a SPARQL end 

point. However, in this instance the database has adopted ÅĲƚĲċƖĦőÉƓċĦĲќƚШƚĲůċŰƣŔĦШƚĲċƖĦőШ

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 typeуbooks, 

parts, persons, places, etc. Selecting a particular entity generates a page for that entity that 

lists its relations to other entities, for instance: ћJohannes de Sacroboscoќућbooks authoredќу

 
71 љÑőĲШÉƓőĲƖĲаШuŰŸƽũĲĬŊĲШÉǃƚƣĲůШEƻŸũƨƣŔŸŰШċŰĬШƣőĲШÉőċƖĲĬШÉĦŔĲŰƣŔŉŔĦШfĬĲŰƣŔƣǃШŸŉШEƨƖŸƓĲЯњШaccessed 
August 15, 2025, https://sphaera.mpiwg-berlin.mpg.de/. 
72 Matteo Valleriani et al. љSphaera CorpusTracer,њ Max Planck Institute for the History of Science, 
accessed August 15, 2025, http://db.sphaera.mpiwg-berlin.mpg.de.   
73 Florian Kräutli and Matteo Valleriani, љ9ŸƖƓƨƚÑƖċĦĲƖаШ Ш9f?§9Ш?ċƣċĤċƚĲШŉŸƖШÑƖċĦŔŰŊШuŰŸƽũĲĬŊĲШ
Networks,њШDigital Scholarship in the Humanities 33, no. 2 (2017): 338, 
https://doi.org/10.1093/llc/fqx047 .  

https://doi.org/10.1093/llc/fqx047
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ћNoviciis adolescentibusќ (fig. 14). While Kräutli and Valleriani state that they hope to add 

another layer to the data that traces љƖĲũċƣŔŸŰƚШĤĲƣƽĲĲŰШƣƖĲċƣŔƚĲƚШƣőċƣШċƖĲШĤċƚĲĬШŸŰШĲƻĲŰƣƚ,њ 

there is no option to browse or search by events within the CorpusTracer.74 Further, based on a 

ƚċůƓũĲШŸŉШћƓĲŸƓũĲќШĲŰƣŔƣǃШƓċŊĲƚЯШŔƣШċƓƓĲċƖƚШƣőċƣШĲƻĲŰƣƚШċƖĲШŰŸƣШĦċƓƣƨƖĲĬШŔŰШƣőĲШĬċƣċЮШ[ŸƖШ

instance, the entity page for Johannes de Sacrobosco does not link to any events (e.g., birth, 

death, creation, activity).75 Lastly, while entity pages contain a short summary, CorpusTracer 

does not contain any supplementary text to the data. Thus, while CorpusTracer is more 

generous than other semantic databases that rely on search alone, it still љwithholds more than 

it provides.њ76 Additionally, by omitting event entities from the Linked Data, CorpusTracer does 

not љƓƖŔƻŔũĲŊĲШƣőĲШƓƖŸĦĲƚƚШŸŉШŔŰƣĲƖƓƖĲƣċƣŔŸŰњ for, as has been argued, events are central to 

context-building which, in turn, supports meaning-making.77 

 

 

 

 

 

 

 

 

 

 

 

 

 
74 Ibid., 334. 
75 љSacrobosco, Johannes deЯњ in ~ċƣƣĲŸШéċũũĲƖŔċŰŔШĲƣШċũЮШљÉƓőċĲƖċ CorpusTracerЯњШ~ċǂШÂũċŰĦťШfŰƚƣŔƣƨƣĲШ
for the History of Science, accessed August 15, 2025, handle.net/21.11103/sphaera.100941. 
76 ìőŔƣĲũċƽЯШљ]ĲŰĲƖŸƨƚШfŰƣĲƖŉċĦĲƚШŉŸƖШ?ŔŊŔƣċũШ9ƨũƣƨƖċũШ9ŸũũĲĦƣŔŸŰƚЯњШ
https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html . 
77 Ibid.  

https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html
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Figure 14. Screenshot of the entry for ћsŸőċŰŰĲƚШĬĲШÉċĦƖŸĤŸƚĦŸќШƽŔƣőin CorpusTracer. Note this entry 

does not link to any relevant event entities.  

 
Other examples of ontologies and Linked Data being used for a semantic database 

ŸƨƣĦŸůĲШŔŰĦũƨĬĲШ?ċŰŔĲũШfƚĲůċŰŰШċŰĬШuőƨƖƚőŔĬШ őůċĬќƚШћ ƖƣШ[ŔŰĬĲƖќШŔŰƣĲƖŉċĦĲЯШxŔŰШѼШxŔŰќƚШ

proposed rule-ĤċƚĲĬШћĲǂƓĲƖƣШƚǃƚƣĲůќ, 9xfÂÉЯШċŰĬШÑőĲШEǂőŔĤŔƣŔƨůШÂƖŸŢĲĦƣќƚШEǂƓŸŉŔŰĬĲƖШÉǃƚƣĲů.78 

While these resources provide more ways in to a collection database than a keyword search, 

the interface still љwithholds information, and demands a query.њ79 Further, the data related to 

these projects is not enriched with ћĦŸŰƣĲǂƣќШċƚШƣőŔƚШĲǂĲŊĲƚŔƚШĬĲŉŔŰĲƚШŔƣЯШƽőĲƖĲШĲƻĲŰƣƚШċƖĲШĦĲŰƣƖċũШ

 
78 Daniel Isemann and Khurshid Ahmad, љ§ŰƣŸũŸŊŔĦċũШ ĦĦĲƚƚШƣŸШfůċŊĲƚШŸŉШ[ŔŰĲШ Ɩƣ,њШJournal on 
Computing and Cultural Heritage 7, no. 1 (2014): 3:1-3:25, https://doi.org/10.1145/2538030.; Feng-Tyan 
Lin and Yu-Chih Lin, љ ŰШ§ŰƣŸũŸŊǃ-Based Expert System for Representing Cultural Meanings: An Example 
of an Art Museum,њШin 2017 Pacific Neighborhood Consortium Annual Conference and Joint Meetings 
(PNC), (2017), 116т121, https://doi.org/10.23919/PNC.2017.8203531.; Nuria Rodríguez-Ortega and 
Antonio Cruces Rodríguez, љ?ĲƻĲũŸƓůĲŰƣШŸŉШÑĲĦőŰŸũŸŊŔĦċũШEĦŸƚǃƚƣĲůƚШŉŸƖШ9ƨũƣƨƖċũШ ŰċũǃƚŔƚаШÑőĲШ9ċƚĲШ
of Expofinder System and Art Exhibitions,њШDigital Scholarship in the Humanities 34, no. 2 (2019): 423т48, 
https://doi.org/10.1093/llc/fqy018 . 
79 Whitelaw, љ]ĲŰĲƖŸƨƚШfŰƣĲƖŉċĦĲƚШŉŸƖШ?ŔŊŔƣċũШ9ƨũƣƨƖċũШ9ŸũũĲĦƣŔŸŰƚ,њШ
https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html.  

https://doi.org/10.1145/2538030
https://doi.org/10.23919/PNC.2017.8203531
https://doi.org/10.1093/llc/fqy018
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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 text. As such, the 

objective of these projects is to facilitate data retrieval or to aid specific research questions, 

and not to facilitate meaning-making for the (data) curator or viewer via the visual 

representation of modelled instances.  

 

Visual Representation s of Modelled I nstances  

There is a limited amount of literature on ontology-based visualisations of cultural material. 

Rossana Damiano et al. ċĦťŰŸƽũĲĬŊĲШƣőŔƚШŊċƓЯШƚƣċƣŔŰŊШƣőċƣШƣőĲШљĦƨƖƖĲŰƣШƚőŔŉƣШƣŸƽċƖĬƚШƚĲůċŰƣŔĦШ

encoding opens the way to the creation of interfaces that allow the users to build personal 

ƓċƣőƚШŔŰШőĲƖŔƣċŊĲШĦŸũũĲĦƣŔŸŰƚШĤǃШĲǂƓũŸŔƣŔŰŊШƣőĲШƖĲũċƣŔŸŰƚШŸƻĲƖШƣőĲШċƖƣƽŸƖťƚЮњ80 To support this 

argument, Damiano et al. introduce a system they developed called Labyrinth 3D, which 

љintegrates the semantic annotation of cultural objects with the interaction style of 3D 

ŊċůĲƚЮњ81 Via an interface, the user makes their way through a labyrinth, where turning points 

and paths represent љthe semantic relations over cultural objects, with the goal of engaging the 

ƨƚĲƖШŔŰШƣőĲШĲǂƓũŸƖċƣŔŸŰШŸŉШƣőĲШĦŸũũĲĦƣŔŸŰЮњ82 While Labyrinth 3D illustrates the use of an ontology 

ƣŸШŔŰŉŸƖůШċŰĬШŊĲŰĲƖċƣĲШċŰШŔŰƣĲƖŉċĦĲЯШƣőĲШŔŰƣĲƖŉċĦĲќƚШŊƖŸƨŰĬ-level view makes it difficult to 

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 sets, thereby reinforcing 

ìőŔƣĲũċƽќƚШċƖŊƨůĲŰƣШƣőċƣЯШŉŸƖШsome interfaces, љgenerosity is only superficialЮњ83 

 

Similarly, in a 2019 conference paper, S. Chiarenza et al. ċƖŊƨĲШƣőċƣШƣőĲШљƚĲůċŰƣŔĦШ

ċƚƚŸĦŔċƣŔŸŰƚШůċĬĲШċƻċŔũċĤũĲњШĤǃШċŰШŸŰƣŸũŸŊǃШĦŸƨũĬШĤĲШƨƚĲĬШƣŸШŊĲŰĲƖċƣĲШљƻŔƖƣƨċũШĲǂőŔĤŔƣŔŸŰШ

Ɠċƣőƚњуinterfaces containing images, sounds, 3D models and canonical document 

databases.84 Such paths, Chiarenza et al. argue, would provide users with cultural and space-

 
80 Rossana Damiano et al., љEǂƓũŸƖŔŰŊШ9ƨũƣƨƖċũШcĲƖŔƣċŊĲШÅĲƓŸƚŔƣŸƖŔĲƚШƽŔƣőШ9ƖĲċƣŔƻĲШfŰƣĲũũŔŊĲŰĦĲЮШÑőĲШ
Labyrinth 3D System,њШEntertainment Computing 16 (2016): 41, 
https://doi.org/10.1016/j.entcom.2016.05.002. 
81 Ibid. 
82 Ibid. 
83 ìőŔƣĲũċƽЯШљ]ĲŰĲƖŸƨƚШfŰƣĲƖŉċĦĲƚШŉŸƖШ?ŔŊŔƣċũШ9ƨũƣƨƖċũШ9ŸũũĲĦƣŔŸŰƚЯњШ
https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html.  
84 S. Chiarenza et al., љÑĲĦőŰŸũŸŊŔĦċũШfŰŰŸƻċƣŔŸŰШċŰĬШ ĲƽШÂƖĲƚĲŰƣċƣŔŸŰШÉƣƖċƣĲŊŔĲƚШŉŸƖШéŔƖƣƨċũШ~ƨƚĲƨůШ
Exhibitions,њШin The International Archives of Photogrammetry, Remote Sensing and Spatial Information 
Sciences, (2019), 313, http://dx.doi.org/10.5194/isprs -archives-XLII-2-W15-311-2019. 

https://doi.org/10.1016/j.entcom.2016.05.002
http://dx.doi.org/10.5194/isprs-archives-XLII-2-W15-311-2019
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time context for works. To test this theory, Chiarenza et al. have experimented with creating an 

ontology љcapable of integrating digital elaborations of 3D virtual models and exhibition 

projects with semantic relationshipЮњ85 Coined the Digital Museum Ontology (DMO), DMO aims 

to capture cultural heritage items in all their aspects, љtheir digital renderings and the museum 

installations of which these works are partЮњ86 At the time of writing, DMO was still under 

development. As such, despite drawing parallels between ontologies and exhibition-making, 

thus aligning with the objects of this research project, DMO has yet to come to fruition and has 

therefore not been tested or evaluated.  

 

Conversely, around 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 (VER) as a љconceptual 

navigatorњ that facilitates entry to, and discovery across, an archival dataset.87 They argue that 

éEÅƚШĦċŰШŸŰũǃШĤĲШċĦőŔĲƻĲĬШŔŉШĬċƣċШċĤŸƨƣШƣőĲШċƖĦőŔƻĲШŔƚШƚƣŸƖĲĬШљŔŰШċШƽċǃШƣőċƣШŔƣШĦċŰШũċƣĲƖШĤĲШ

ƓƖŸĦĲƚƚĲĬњШċŰĬШĬŔƚƓũċǃĲĬШŔŰШċШƽċǃШƣőċƣШƣőĲШƨƚĲƖШũĲċƖŰƚШƽŔƣőШŔƣЮ88 Martini et al. state that this 

requires adding a semantic layer to the data stored in a relational database. To achieve this, 

Martini et al. ůċƓƓĲĬШĬċƣċШƖĲũċƣĲĬШƣŸШĲůŔŊƖċŰƣƚќШƓċƚƚƓŸƖƣШċƓƓũŔĦċƣŔŸŰƚЯШƚƣŸƖĲĬШŔŰШċШƖĲũċƣŔŸŰċũШ

database, to the CIDOC CRM. The mapped data was then stored as triples in an RDF database 

(Apache TDB).89 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 run in the 

ĤċĦťŊƖŸƨŰĬЮШ§ŰĦĲШƖĲƚƨũƣƚШċƖĲШĬŔƚƓũċǃĲĬЯШƣőĲШƨƚĲƖШĦċŰШƚĲũĲĦƣШċŰШĲŰƣƖǃШƽőŔĦőШŊĲŰĲƖċƣĲƚШċШћéEÅќШ

for that concept, which facilitates user navigation of knowledge related to it, organised 

according to the CIDOC CRM. As such, VERs are essentially entry pages for 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 the aim of their project. Thus, while VERs are more generous 

 
85 Ibid., 311. 
86 Aldo R. D. Accardi et al., љ?ŔŊŔƣċũШ~ƨƚĲƨůƚШŸŉШƣőĲШfůċŊŔŰĲĬШ ƖĦőŔƣĲĦƣƨƖĲаШ ŰШfŰƣĲŊƖċƣĲĬШ ƓƓƖŸċĦőШƣŸШƣőĲШ
?ĲŉŔŰŔƣŔŸŰШŸŉШ9ƨũƣƨƖċũШcĲƖŔƣċŊĲќƚШuŰŸƽũĲĬŊĲШÂċƣőƚ,њШDisegnare Con 9, no. 17 (2016): 15.3. 
87 Ricardo G. Martini et al., љ9ƖĲċƣŔŰŊШéŔƖƣƨċũШEǂőŔĤŔƣŔŸŰШÅŸŸůƚШŉƖŸůШEůŔŊƖċƣŔŸŰШ?ŔŊŔƣċũШ ƖĦőŔƻĲƚ,њШ
Universal Access in the Information Society 16, no. 4 (2017): 823, https://doi.org/10.1007/s10209-016-
0479-7. 
88 Ibid., 824. 
89 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 triplesуsubject, predicate, and objectу
enabling structured, linked data that can be easily shared, merged, and queried across different systems. 

https://doi.org/10.1007/s10209-016-0479-7
https://doi.org/10.1007/s10209-016-0479-7
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than semantic databases online, their objective is still concerned with data accessibility rather 

than the generation of new knowledge through the guidance of an ontology. While the data has 

ĤĲĲŰШĲŰƖŔĦőĲĬШƽŔƣőШũŔůŔƣĲĬШĲƻĲŰƣШĲŰƣŔƣŔĲƚШыƚƨĦőШċƚШћĤŔƖƣőќьШċŰĬШƣőĲŔƖШĦŸƖƖĲƚƓŸŰĬŔŰŊШƓƖŸƓĲƖƣŔĲƚЯШŔƣШ

is limited to basic facts about an individual, 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 recently Aldo Xhako et al. proposed a methodology for the development of online 

ĲǂőŔĤŔƣŔŸŰƚШƣőċƣШĬƖċƽƚШŸŰШћƚĲůċŰƣŔĦШĦƨƖċƣŔŸŰќ. In their 2024 paper љReviving Antiquity in the 

Digital Era: Digitization, Semantic Curation, and VR Exhibition of Contemporary DressesЯњ the 

ċƨƣőŸƖƚШĬĲƚĦƖŔĤĲШőŸƽШћƚĲůċŰƣŔĦШĦƨƖċƣŔŸŰќШhas formed an integral part of their multimodal 

methodology, as it enhances accessibility to and discovery of digitised collections.90 Xhako et 

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 exhibition-making. 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).91 They further state that, by making this data exportable in an RDF/XML format 

for ingestion into a cultural heritage (CH) aggregator, it adheres to Linked Open Data 

principles.92 Thus, their use of Linked Data is largely concerned with interoperability and 

accessibility rather than context-building, 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 exhibitionуa 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 

SearchCultureуthe Greek National Aggregator of Digital Cultural Content via an API.93 

 

 
90 Aldo Xhako et al., љÅĲƻŔƻŔŰŊШ ŰƣŔƕƨŔƣǃШŔŰШƣőĲШ?ŔŊŔƣċũШEƖċаШ?ŔŊŔƣŔǍċƣŔŸŰЯШÉĲůċŰƣŔĦШ9ƨƖċƣŔŸŰЯШċŰĬШéÅШ
Exhibition of Contemporary Dresses,њШComputers (Basel) 13, no. 3 (2024): 1т22, 
https://doi.org/10.3390/computers13030057. 
91 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 knowledge sharing. 
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, and explore cultural heritage content from diverse 
sources through a single interface. 
93 Seeњ SearchCultureаШ9ƨũƣƨƖĲШŔŰШƣőĲШ?ŔŊŔƣċũШÉƓċĦĲЯњШNational Documentation Centre, accessed August 
15, 2025, https://www.searchculture.gr/aggregator/portal?language=en.  

https://doi.org/10.3390/computers13030057
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Lozana Rossenova (Mehandzhiyska)ќƚ work on the redesign of ArtBaseуdigital arts 

organisation ÅőŔǍŸůĲќƚШĬċƣċĤċƚĲШŸŉШĤŸƖŰ-digital worksуdemonstrates 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 born-digital ƽŸƖťƚШƽőŔĦőШљƣƖċĦĲƚШċŰĬШůċťĲƚШƻŔƚŔĤũĲШƣőĲШũŔŰťƚШ

between data model, database software, and user interfaceЮњ94 This framework, coined by 

Rossenova as a Model-Database-Interface (MDI), supports user agency by opening up 

otherwise opaque underlying data structures via an interface for љinspection and 

interventionЮњ95 fŰШƣőĲШĦċƚĲШŸŉШ Ɩƣ7ċƚĲЯШÅŸƚƚĲŰŸƻċќƚШƖĲĬĲƚŔŊŰШŸŉШƣőĲШŔŰƣĲƖŉċĦĲ enables users to 

interact with Linked Data related to born-digital works, including the many instances (or 

ћƻċƖŔċŰƣƚќьШŸŉШƣőĲШƽŸƖťƚЯШċƚШƽĲũũШċƚШƣőĲŔƖШƚőċƖĲĬШċŰĬШƨŰŔƕƨĲШƓƖŸƓĲƖƣŔĲƚЮШÑőƨƚЯШċƚШÅŸƚƚĲŰŸƻċШ

argues, the ArtBase interface can be seen as a site of љinfrastructural inversionњ where the 

traditional divisions between designers, users and institutional stakeholders are subverted to 

љcreate possibilities for greater user agency and collaboration across the network of relations in 

ƣőĲШċƖĦőŔƻĲЮњ96 

 

~?fќƚШŉŸĦƨƚШŸŰШƨƚĲƖШċŊĲŰĦǃШĲǂƣĲŰĬƚШĤċĦťШƣŸШƣőĲШĬĲƚŔŊŰШƓőċƚĲШŸŉШƣőĲШŔŰƣĲƖŉċĦĲЮШfŰĬĲĲĬЯШ

through a series of workshops with expert groups including ArtBase users, practitioners, and 

researchers from relevant fields, Rossenova developed iterations of interface prototypes. In 

developing these prototypes, Rossenova was guided by design strategies that emerged from 

her evaluation of the expert group membersќШƣőŸƨŊőƣƚШċŰĬШĬŔƚĦƨƚƚŔŸŰƚШĬƨƖŔŰŊШƣőĲШƽŸƖťƚőŸƓЮШ

These three main strategies told that the interface would preƚĲŰƣаШљÑőĲШŰĲƽШĬċƣċĤċƚĲШŸŰƣŸũŸŊǃШ

ŔŰШċШƻŔƚƨċũũǃШĲǂƓũŸƖċĤũĲШƽċǃњ; љƣĲůƓŸƖċũШċŰĬШƓĲƖŉŸƖůċƣŔƻĲШĦŸŰƣĲǂƣШċƖŸƨŰĬШŰĲƣШċƖƣШƽŸƖťƚњ; and 

љthe data interconnections enabled by the new linked data structure.њ97  

 

To present the new database ontology in a visually explorable way, Rossenova adapted 

ƚŸůĲШŸŉШƣőĲШћċŉŉŸƖĬċŰĦĲƚќШŸŉШƣőĲШĬĲŉċƨũƣШŔŰƣĲƖŉċĦĲШƣŸШÅőŔǍŸůĲќƚШĦőŸƚĲŰШĬċƣċĤċƚĲШƚŸŉƣƽċƖĲЯШ

 
94 Lozana Rossenova Mehandzhiyska, љModelтDatabaseтInterface: A study of the redesign of the 
ArtBase, and the role of user agency in born-digital archivesњ (PhD diss., London South Bank University, 
2021), 2, https://doi.org/10.18744/lsbu.8wz7x.  
95 Ibid. 
96 Mehandzhiyska, љModelтDatabaseтInterfaceЯњ 114т15. 
97 Lozana Rossenova Mehandzhiyska, ArtBase RedesignщPrototype Development: Design Exploration 
and Evaluation 2018ш2019 (2020), 102, https://lozanaross.github.io/phd -
portfolio/docs/4_Report_DESIGN_EXPLORATION_2020.pdf.  

https://doi.org/10.18744/lsbu.8wz7x
https://lozanaross.github.io/phd-portfolio/docs/4_Report_DESIGN_EXPLORATION_2020.pdf
https://lozanaross.github.io/phd-portfolio/docs/4_Report_DESIGN_EXPLORATION_2020.pdf


82 

 

WikiBase.98 These built-in features include existing interface metaphorsуbuttons, pop-ups, 

overlays, timelines, etc.уwhich, according to Rossenova, љbetter support user agency across 

ƣőĲШƨŰŉċůŔũŔċƖШƚƣƖƨĦƣƨƖĲƚШŸŉШũŔŰťĲĬШŸƓĲŰШĬċƣċњШċŰĬШőĲƖШĦƨƚƣŸůШŸŰƣŸũŸŊǃШŉŸƖШƣőĲШĬċƣċĤċƚĲЮ99 

Similarly, to present љtemporal and performative context around net art worksЯњ Rossenova 

integrated text labels, icons, pop-ups and glossary-style descriptions into her prototypes to љaid 

ƨƚĲƖШƨŰĬĲƖƚƣċŰĬŔŰŊњШŸŉШċĦĦĲƚƚШƓŸŔŰƣƚШŔŰƣŸШċƖƣƽŸƖťШƻċƖŔċŰƣƚШċŰĬШƣőĲŔƖШŔŰƣĲƖƖĲũċƣŔŸŰƚЮ100 As she 

explains, net art differs from 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 

љ(re)performanceњуfor instance via љweb archived instantiationsњ of the work, which results in 

new variants of the work.101 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: љ1) which variant is the user accessing, and 2) what is the condition of this variantуi.e. 

ƽőĲƣőĲƖШŔƣШŔƚШŊĲŰĲƖċũũǃШŉƨŰĦƣŔŸŰċũЯШƓċƖƣũǃШĬċůċŊĲĬЯШŸƖШĲŰƣŔƖĲũǃШŔŰċĦĦĲƚƚŔĤũĲЮњ102 Rossenova also 

designed timeline visualisations of the variants to љprovide at-a-glance temporal context for the 

various instantiations and their respective provenanceЮњ103 These visualisations, Rossenova 

argues, became a љťĲǃШƻŔƚƨċũШĬĲƚŔŊŰШċŰĬШŔŰƣĲƖċĦƣŔŸŰШƚƣƖċƣĲŊǃњШċƚШƣőĲǃШƖĲƓƖĲƚĲŰƣĲĬШċШůŸƻĲШċƽċǃШ

from љobject-based museum collection records towards a performance-focused presentation, 

ĦŸŰƣĲǂƣƨċũŔǍĲĬШƽŔƣőŔŰШċШƓċƖƣŔĦƨũċƖШƣŔůĲЮњ104 

 

xċƚƣũǃЯШŔŰШŸƖĬĲƖШƣŸШљƓƖĲƚĲŰƣШĬċƣċШŔŰƣĲƖĦŸŰŰĲĦƣŔŸŰƚњШÅŸƚƚĲŰŸƻċШŔŰƣĲŊƖċƣĲĬШƚĲƻĲƖċũШĬĲƚŔŊŰШ

ƚƣƖċƣĲŊŔĲƚШƣŸШљĲǂƓŸƚĲШĦŸŰŰĲĦƣŔŸŰƚШŔŰШƣőĲШũŔŰťĲĬШĬċƣċШĬċƣċĤċƚĲЮњ105 In addition to making these 

connections visible via the variant timelines and access points, Rossenova integrated 

љhyperlinked pages of properties and itemsњ into her prototypes.106 When selected, the 

hyperlinks on these pages lead the viewer to љƚƨĦĦŔŰĦƣШĲǂƓũċŰċƣŔŸŰƚЯШƚŔůŔũċƖШƣŸШĲŰƣƖŔĲƚШŔŰШċШ

glossary, of all significant concepts used in the semantic triples to describe net art provenance 

ƖĲũċƣŔŸŰƚőŔƓƚЮњ107 For example, custom metadata within these pagesуsuch as ћassociated 

 
98 Wikibase is an open-source 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, versioning, and integration into the Semantic Web. 
99 Mehandzhiyska, ArtBase RedesignщPrototype Development, 105. 
100 Ibid., 103. 
101 ~ĲőċŰĬǍőŔǃƚťċЯШљ~ŸĬĲũтDatabaseтfŰƣĲƖŉċĦĲЯњШ154. 
102 Mehandzhiyska, ArtBase RedesignщPrototype Development, 103.  
103 Ibid.  
104 Ibid. 
105 Ibid., 104. 
106 Ibid.  
107 ~ĲőċŰĬǍőŔǃƚťċЯШљ~ŸĬĲũтDatabaseтfŰƣĲƖŉċĦĲЯњШ152. 
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ƻċũƨĲƚќШŉŸƖШƓƖŸƓĲƖƣǃШƓċŊĲƚШċŰĬШћċƚƚŸĦŔċƣĲĬШƓƖŸƓĲƖƣŔĲƚќШŉŸƖШŔƣĲůШƓċŊĲƚуallow the viewer to 

љexplore the LOD structure in a visual wayЮњ108 As Rossenova notes, however, most connections 

between items are directуљƣőĲǃШċƖĲШĲǂƓũŔĦŔƣũǃШũŔŰťĲĬШƣŸŊĲƣőĲƖШƻŔċШċШƓƖĲĬĲƣĲƖůŔŰĲĬШƚĲƣШŸŉШ

ƓƖŸƓĲƖƣŔĲƚШыŉŸƖШĲǂċůƓũĲЯШћőċƚШƻċƖŔċŰƣќШоШћƻċƖŔċŰƣШŸŉќьњуthus user agency to generate connections 

is limited 109 As such, Rossenova proposed integrating a SPARQL endpoint into the interface 

which would display the results of ћready-ůċĬĲќШƕƨĲƖŔĲƚЯШƣőƨƚШċƚƚŔƚƣŔŰŊШƻŔĲƽĲƖƚШƨŰŉċůŔũŔċƖШƽŔƣőШ

SPARQL, while simultaneously granting others the ability to edit such queries. Such a feature, 

argues Rossenova, would provide viewers with access to the non-direct data connection 

present in the Linked Data.  

 

As indicated, the MDI framework is centered on facilitating user agency, which as 

ÅŸƚƚĲŰŸƻċШċƖŊƨĲƚШŔƚШƓċƖƣŔĦƨũċƖũǃШƖĲũĲƻċŰƣШƣŸШċШŰĲƣШċƖƣШċƖĦőŔƻĲШƣőċƣШљŸƓĲƖċƣĲƚШċƚШċШŰĲƣƽŸƖťШŸŉШ

relations between usersуincluding staff, artists, programmers, academicsуand digital 

infrastructureЮњ110 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 1999т2008, Rhizome had an open submission policy whereby artists could 

sƨĤůŔƣШћĦũŸŰĲĬќШŸƖШћũŔŰťĲĬќШƚŔƣĲƚШƣŸШƣőĲШĬċƣċĤċƚĲШƓƖŸƻŔĬĲĬШƣőĲǃШĦŸůƓũĲƣĲШċШƕƨĲƚƣŔŸŰŰċŔƖĲЯШƣőĲŔƖШ

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 ArtBase back end.111 

Furthermore, many of the linked sites became inaccessible due to broken links and inactive 

pages.  

 

9ŸŰƚĲƕƨĲŰƣũǃЯШŔŰШƖĲĦĲŰƣШǃĲċƖƚЯШÅőŔǍŸůĲќƚШƓƖŔŸƖŔƣǃШőċƚШƚőŔŉƣĲĬШŉƖŸůШċĦĦĲƚƚŔŸŰШƣŸШ

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 

ĬċƣċĤċƚĲќƚШĦũċƚƚŔŉŔĦċƣŔŸŰЯШůċŔŰƣĲŰċŰĦĲШċŰĬШƨƚĲЯШhowever, Rhizome conceded that it needed a 

flexible data model that could adapt to community input while maintaining elements of 

љinstitutional curation and historicizationЮњ112 Thus, Rhizome chose a Linked Data model for its 

database structure, prioritising Linked DataќƚШŉũĲǂŔĤŔũŔƣǃШƣŸШŔŰƣĲŊƖċƣĲШŰĲƽШċŰĬШŰŸŰ-hierarchical 

knowledge. Rossenova built on this principle by developing interfaces that made preservation 

 
108 Ibid.  
109 Mehandzhiyska, ArtBase RedesignщPrototype Development, 104. 
110 MehandzhiyskaЯШљ~ŸĬĲũтDatabaseтfŰƣĲƖŉċĦĲЯњШ2. 
111 Ibid., 46. 
112 Ibid., 48. 
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activitiesуљcreation, deterioration and/or various acts of preservation enacted by different 

agents over ƣŔůĲњуvisible to users via the LOD.113 This allowed for transparency into decision-

making and classification processes, while inviting feedback from users. Thus, in the context of 

ArtBase, user agency is closely connected to preservation.  

 

In sum, Rossenovaќƚ and Rhizomeќƚ љpost-custodial approach to data modeling and 

ontology classificationњ attempts to break down the boundaries between institution and 

community in the љclassification and maintenance of artworks.њ114 To achieve this, Rossenova 

designed prototypes for ArtBċƚĲќƚШŔŰƣĲƖŉċĦĲШƣőċƣШůċťĲШƻŔƚŔĤũĲЯШċŰĬШċũũŸƽШƨƚĲƖШŔŰƣĲƖċĦƣŔŸŰШƽŔƣőЯШ

her provenance-driven data model. While building her proposed interfaces was beyond the 

ƚĦŸƓĲШŸŉШÅŸƚƚĲŰŸƻċќƚШÂő?ШƓƖŸŢĲĦƣЯШŔŰШΞΜΞΜШÅőŔǍŸůĲШĦŸŰƻĲƖƣĲĬШŔƣƚШƖĲũċƣŔŸŰċũШĬċƣċĤċƚĲШƣŸШŔƣƚШ

current LOD infrastructure (Wikibase) with a view to fully љimplement [...] and assess [...] 

ÅŸƚƚĲŰŸƻċќƚ new ontology for born-digital cultureњ in the coming years.115 The relaunched 

ArtBase interface reflects most of Rossenovaќƚ 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 entry that contains a still image of the work, description of the work, core 

bibliographic data, and expanded metadata related to specific variants of the work.116 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 capture љƖĲċƚŸŰƚШŉŸƖШĦőċŰŊĲƚШƣŸШƣőĲШƻċƖŔċŰƣњШċŰĬШљpreservation activities which result in 

the generation of new variantЮњ117 Thus, the new ArtBase interface and its underlying 

ŔŰŉƖċƚƣƖƨĦƣƨƖĲШƖĲŉũĲĦƣШÅŸƚƚĲŰŸƻċќƚШ~?fШůŸĬĲũуthe data that is accessible via the interface is 

structured and presented like the underlying RDF triples of Rhizomeќs database, thus it is open, 

flexible and accessible. Consequently, both the current interaction of ArtBċƚĲШċŰĬШÅŸƚƚĲŰŸƻċќƚШ

ƓƖŸƣŸƣǃƓĲƚШƖĲŉũĲĦƣШìőŔƣĲũċƽќƚШŰŸƣŔŸŰШŸŉШŊĲŰĲƖŸƨƚШŔŰƣĲƖŉċĦĲƚуthey are љrich, browsable 

ŔŰƣĲƖŉċĦĲƚњШƣőċƣШљoffer multiple ways in, and support exploration.њ118 Yet, as has been 

 
113 Ibid., 173. 
114 Ibid., 154.; Ibid., 143. 
115 љÑőĲШ Ɩƣ7ċƚĲШÅĲũċƨŰĦőĲƚаШìĲũĦŸůĲШƣŸШxŔŰťĲĬШ§ƓĲŰШ?ċƣċЯњШÅőŔǍŸůĲЯШaccessed July 11, 2025, 
https://rhizome.org/editorial/2021/apr/26/the -artbase-relaunches-welcome-to-linked-open-data. 
116 љ Ɩƣ7ċƚĲШÖƚĲƖШ]ƨŔĬĲЯњШÅőŔǍŸůĲЯШċĦĦĲƚƚĲĬШsƨũǃШΝΝЯШΞΜΞΡЯШ
https://artbase.rhizome.org/wiki/User_Guide.  
117 Ibid.  
118 Whitelaw, љ]ĲŰĲƖŸƨƚШfŰƣĲƖŉċĦĲƚШŉŸƖШ?ŔŊŔƣċũШ9ƨũƣƨƖċũШ9ŸũũĲĦƣŔŸŰƚ,њ 
https://www.digitalhumanities.org/dhq/vol/9/1/000205/000205.html .  

https://artbase.rhizome.org/wiki/User_Guide
https://www.digitalhumanities.org/dhq/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 free-text description of the work, however this information is 

unstructured, thus the context of the worksуas this exegesis has defined itуcannot be 

connected with that of similar works.  

 

fŰШĦŸŰƣƖċƚƣШƣŸШÅŸƚƚĲŰŸƻċќƚШċŰĬШÅőŔǍŸůĲќƚШƽŸƖťШŸŰШ Ɩƣ7ċƚĲЯШƣőĲШweb-based interface 

Storyscope, created by Paul Mulholland et al., explicitly supports the authoring and visual 

representation of curatorial narratives.119 To achieve this, Storyscope is also an API to 

Mulholland et al.ќƚ custom ontology, curate. Both were developed as part of the DECIPHER 

project as tools to assist museum staff with the construction of curatorial narratives.120 Funded 

by the European Commission, DECIPHER aimed to љallow users interactively to assemble, 

visualize and explore, not just collections of heritage objects, but the knowledge structures that 

ĦŸŰŰĲĦƣШċŰĬШŊŔƻĲШƣőĲůШůĲċŰŔŰŊЮњ121 As such, Mulholland et al. also developed curate as a way 

for end-users of Storyscope to љunderstand and describe the reasoning behind a curatorial 

ŰċƖƖċƣŔƻĲЮњ122 They argue 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 reasoning, the curate ontology 

can assist in the development of narratives.  

 

According to the researchers, curate ċĦőŔĲƻĲƚШƣőŔƚШĤǃШƖĲŉũĲĦƣŔŰŊШљƚƣƖƨĦƣƨƖċũŔƚƣШƣőĲŸƖŔĲƚШ

that distinguish story, plot and narrativeЮњ123 Indeed, as Mulholland et 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 modelling 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 the љthought-processes of 

 
119 Storyscope was originally called storyspace and the curate ontology was also known as the 
Storyscope ontology т see Paul Mulholland, et al.  љ9ƨƖċƣĲШċŰĬ Storyspace: An Ontology and Web-Based 
Environment for Describing Curatorial Narratives,њШin The Semantic Web: Research and Applications, ed. 
Elena Simperl et al. (Springer, 2012) and Matthew Tyler-Jones, љ~ƨũőŸũũċŰĬШŸŰШ~ƨƚĲƨůШ ċƖƖċƣŔƻĲƚЯњШThe 
Interpretation Game Cultural Heritage and the Digital Economy, August 25, 2016, 
https://memetechnology.wordpress.com/2016/08/25/mulholland -on-museum-narratives/.  
120 See, љ?E9fÂcEÅЯњ Digital Meets Culture, accessed July 12, 2025, 
https://www.digitalmeetsculture.net/heritage -showcases/decipher/decipher.  
121 Paul Mulholland et al., љCurate and StoryspaceЯњШ748. 
122 Ibid. 
123 Ibid., 750. 

https://memetechnology.wordpress.com/2016/08/25/mulholland-on-museum-narratives/
https://www.digitalmeetsculture.net/heritage-showcases/decipher/decipher
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the ĦƨƖċƣŸƖњ and љћĬĲƻĲũŸƓШƣőĲŔƖШŸƽŰШƓĲƖƚŸŰċũŔƚĲĬШŰċƖƖċƣŔƻĲЮњ124 Additionally, through 

Storyscope users can reuse the stories and plots of a narrative, thus љreducing the need to re-

ċƨƣőŸƖШƣőĲШƚƣŸƖǃШĲċĦőШƣŔůĲШċШĬŔŉŉĲƖĲŰƣШƣǃƓĲШŸŉШŰċƖƖċƣŔƻĲШŸƨƣƓƨƣШŔƚШƖĲƕƨŔƖĲĬЮњ125 Storyscope is 

therefore both a window to modelled instances of the curate ontology, and an authoring 

environment for creating new instances and subsequently overarching narratives. As more 

objects and their stories are added to the platform, there is greater potential for object stories 

to overlap, thus facilitating new narratives.  

 

Storyscope also incorporates structured data from external sources, namely 

Freebase.126 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 eventsу

ċŰШċƖƣŔƚƣќƚШĬċƣĲШċŰĬШƓũċĦĲШŸŉШĤŔƖƣőШŔƚШĦŸŰƚŔĬĲƖĲĬШċШћŉċĦƣќШƽőĲƖĲċƚШƣőĲŔƖШĲĬƨĦċƣŔŸŰШőŔƚƣŸƖǃЯШƣőĲШ

works they produced or places they have lived etc. are represented as events. Within 

Storyscope, story tags accompany ћĦŸŰĦĲƓƣШƚƓċĦĲƚќШƽőŔĦőШċƖĲШĲƚƚĲŰƣŔċũũǃШƓċŊĲƚШċĤŸƨƣШ

entitiesуpeople, places, things, etc.уcontaining story text and images. Narrative authors 

(curators) and other end-users can navigate between concept spaces via the story tags. 

Mulholland et al. ċƖŊƨĲШƣőċƣШƚƨĦőШƚĲůċŰƣŔĦШŰċƻŔŊċƣŔŸŰШĦċŰШљőĲũƓШƣőĲШƖĲċĬĲƖШƣŸШŔŰƣĲƖƓƖĲƣШċŰĬШ

understand the context of the sƣŸƖǃњШin addition to helping љauthors to extend the story in new 

ĦŸőĲƖĲŰƣШĬŔƖĲĦƣŔŸŰƚЮњ127  

 

Furthermore, within concept spaces, events related to the entity are displayed within a 

table alongside corresponding properties which link the event to the entity, i.e., Claude Monet 

lived in Parisттplace livedттClaude Monet. Depending on the type of entity they represent, 

concept spaces may list many associated events, which, according to Mulholland et 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 of ћƣőĲůĲќШċŰĬШћƚĲƣƣŔŰŊќШƣŸШ

 
124 Annika Wolff et al., љModeling the Meaning of Museum StoriesЯњШŔŰ Museums and the Web 2013, ed. N. 
Proctor and R. Cherry (Museums and the Web, 2013), 
https://mw2013.museumsandtheweb.com/paper/modelling -the-meaning-of-museum-
stories/index.html . 
125 Ibid. 
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 down in 2016, with much of its data migrated to 
Wikidata. 
127 ÂċƨũШ~ƨũőŸũũċŰĬШĲƣШċũЮЯШљStoryscope: Supporting the authoring and reading of museum stories using 
online data sourcesЯњШŔŰШWebSci '15: Proceedings of the ACM Web Science Conference. Association for 
Computing Machinery (2015), https://doi.org/10.1145/2786451.2786462.  
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љƓƖŸƻŔĬĲШċŰШĲŰƣƖǃШƓŸŔŰƣШŔŰƣŸШƣőŔƚШƓŸƣĲŰƣŔċũũǃШũċƖŊĲШƚƓċĦĲШŸŉШċƚƚŸĦŔċƣĲĬШťŰŸƽũĲĬŊĲЮњ128 Theme 

concepts are selected from the event properties ћċŊĲŰƣќШċŰĬШћŔŰƻŸũƻĲĬќШċƚШƽĲũũШċƚШƣőĲШћŉċĦƣќШ

tags.129 They are then ordered under ћƣőĲůĲќЯШĤċƚĲĬШŸŰШőŸƽШƣőĲǃШљbind together the tags of the 

storyЮњ130 ћ7ŔŰĬŔŰŊќШŔƚШŢƨĬŊĲĬШŸŰШƣƽŸШĦƖŔƣĲƖŔċаШĦŸƻĲƖċŊĲЯШĤĲŔŰŊШƣőĲШŰƨůĤĲƖШŸŉШƚƣŸƖǃШƣċŊƚШƣőĲǃШċƖĲШ

associated with; and frequency, the number of times the concept appears within the concept 

space. Similarly, concept ћĦċŰĬŔĬċƣĲƚќШŉŸƖШƣőĲШћƚĲƣƣŔŰŊќШŊƖŸƨƓŔŰŊШċƖĲШƣċťĲŰШŉƖŸůШƣőĲШƣŔůĲШċŰĬШ

location properties of the events in a concept space. They are then grouped and ranked 

ċĦĦŸƖĬŔŰŊШƣŸШĦŸƻĲƖċŊĲШċŰĬШŉƖĲƕƨĲŰĦǃЮШÑőƨƚЯШÉƣŸƖǃƚĦŸƓĲШƨƚĲƚШћƣőĲůĲƚќ, ћƚĲƣƣŔŰŊƚќ, and ћĲƻĲŰƣƚќШ

to љƓƖŸƻŔĬĲШċШŰĲƽШŉŸƖůШŸŉШŰċƻŔŊċƣŔŸŰШċĦƖŸƚƚШƚƣŸƖŔĲƚШċŰĬШƣőĲŔƖШƖĲũċƣĲĬШĦŸŰĦĲƓƣƚЮњ131 These points 

of entry are clustered event properties which have been modeled to the curate 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 setting may list the social or political events that 

have occurred at that place. Thus, as Mulholland et al. argue, themes and setting further assist 

readers and authors with lines of enquiry by introducing љconcepts that the author could use to 

extend the story or the reader [could] use to interpret and contextualize the storyЮњ132 As 

Mulholland et al. explain: 

 

An identified theme, such as Claude Monet, can lead the reader or author to pursue a 

ƣőĲůċƣŔĦШƕƨĲƚƣŔŸŰШƚƨĦőШċƚШљìőċƣШĲũƚĲШĬŔĬШ9ũċƨĬĲШ~ŸŰĲƣШĬŸењШ ШƚĲƣƣŔŰŊШƚƨĦőШċƚШ

љ]ŔƻĲƖŰǃШΝΥΦΝњШĦċŰШũĲċĬШƣőĲШċƨƣőŸƖШŸƖШƖĲċĬĲƖШƣŸШƓƨƖƚƨĲШċШƚĲƣƣŔŰŊ-related inquiry such as 

љìőċƣШĲũƚĲШƽċƚШőċƓƓĲŰŔŰŊШŔŰШ]ŔƻĲƖŰǃШŔŰШΝΥΦΝењШÑőĲůċƣŔĦШċŰĬШƚĲƣƣŔŰŊ-related inquires 

could help the reader to interpret and understand the context of the story as well 

helping authors to extend the story in new coherent directions.133 

 

 
128 Ibid. 
129 Note Mulholland et al. use the term ћpropertyќ to refer to entity т i.e. in the case of ћClaude Monet lived 
in Paris (event title)ттplace lived (activity)ттClaude Monet (agent)ќ, Claude Monet being the agent would 
be selected as a theme concept. Mulholland et al. refer to agent as a property in this instance whereas, 
within the Linked Data triple statement Claude Monet would be considered an entity.; As this is not an 
automated process, as the authors state, these concepts must be љspecified as relevant to theme in 
the Storyscope configuration panel.њ As such, a located may be selected as a theme if љit is described as 
being involved in the event rather (or as well as) a location or time property of the event.њ Paul Mulholland 
ĲƣШċũЮЯШљÉƣŸƖǃƚĦŸƓĲЯњШhttps://doi.org/10.1145/2786451.2786462. 
130 Mulholland et al., љÉƣŸƖǃƚĦŸƓĲ,њ https://doi.org/10.1145/2786451.2786462.  
131 Ibid. 
132 Ibid. 
133 Ibid. 

https://doi.org/10.1145/2786451.2786462
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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, exploring љrelated facts and events and 

access[ing] stories associated with the themeЮњ134 To evaluate the usefulness of theme and 

setting in navigating the Storyscope site, Mulholland et al. conducted 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 theme tags within 

Storyscope could support searching for information compared to external sites. The group was 

also asked to use Storyscope to answer a value-judgement question: What important artworks 

did these artists create?135 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 to љrely on the judgement of othersЯњ who have 

written texts on the work and were љreluctant to dig furtherњ to љdecide importance for 

ƣőĲůƚĲũƻĲƚЮњ136 Mulholland et al. therefore conclude that value judgements such as љthe 

ŔůƓŸƖƣċŰĦĲШŸŉШċŰШċƖƣƽŸƖťШŔƚШĦŸŰƣĲƚƣċĤũĲШċŰĬШőċƖĬĲƖШƣŸШċƨƣŸůċƣĲњШƣőċŰШůĲƖĲũǃШũŔŰťŔŰŊШƣŸШĲŰƣŔƣŔĲƚШ

via a theme.137  

 

In addition to capturing events associated with an object, relationships between events, 

and the structuralist elements of a narrative, the curate ontology also formalises the structure 

of the Storyscope interface. For instance, the connection between semantic tags and stories is 

represented by a specialisation of the Modular Unified Tagging Ontology (MUTO), 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 the curate ontology can be exported as RDF and used for 

ċŰċũǃƣŔĦċũШƕƨĲƖŔĲƚШƚƨĦőШċƚШћƣőĲШŰƨůĤĲƖШŸŉШĬŸƚƚŔĲƖƚЯШƚƣŸƖŔĲƚШċŰĬШƣċŊƚќ.138 Thus, in addition to 

supporting story-building through reasoning, the curate ontology can also assist with insights 

into how Storyscope is used.  

 

 
134 Ibid. 
135 ~ƨũőŸũũċŰĬШĲƣШċũЮЯШљÉƣŸƖǃƚĦŸƓĲЯњ https://doi.org/10.1145/2786451.2786462. 
136 Ibid. 
137 Ibid. 
138 Ibid. 

https://doi.org/10.1145/2786451.2786462
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fŰШƚƨůЯШÉƣŸƖǃƚĦŸƓĲШƖĲŉũĲĦƣƚШìőŔƣĲũċƽќƚШŰŸƣŔŸŰШŸŉШŊĲŰĲƖŸƨƚШŔŰƣĲƖŉċĦĲƚШĤǃШċũũŸƽŔŰŊШ

multiple ways into collection data through semantic tags. Furthermore, it explicitly supports the 

development of exhibitions (online and physical) by supporting an events-based approach to 

creating modelled instances, which in turn can be used to build narratives. As Mulholland 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 of the 

narrative.139 

 

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 tested by ĦƨƖċƣŸƖŔċũШƚƣċŉŉЯШƽőŸШůŸĬĲũĲĬШљƣőĲШƨŰĬĲƖũǃŔŰŊШƚƣŸƖǃШŸŉШяĲǂőŔĤŔƣŔŸŰƚѐШ

ċŰĬШƖĲũċƣĲĬШƖĲƚŸƨƖĦĲƚЯњШőŸƽĲƻĲƖШċƚШƣőĲƚĲШĲǂőŔĤŔƣŔŸŰƚШőċĬШċũƖĲċĬǃШĤĲĲŰШƚƣċŊĲd, the modeling was 

therefore done retrospectively.140 

 

More recently, Guedes, Giesteira and Nunes designed a set of interface mockups as 

љƚŸũƨƣŔŸŰƚШƣŸШƻŔƚƨċũŔǍĲШċŰĬШŔŰƣĲƖċĦƣШƽŔƣőШũŔŰťĲĬШĬċƣċШŔŰШőŔƚƣŸƖŔĦċũШċƖĦőŔƻĲƚЮњ141 These interfaces 

display linked data modeled to the CIDOC CRM within three different scenarios: search, 

individual record view, and creation of relationships.142 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 of Beyond the Book, the interface mockups were non-

functional, thus the users have yet to test the real-life implications of displaying Linked Data in 

such a way.  

 

 

 

 
139 ÂċƨũШ~ƨũőŸũũċŰĬШĲƣШċũЮЯШљModelling museum narratives to support visitor interpretationЯњШŔŰ Artificial 
Intelligence for Cultural Heritage, ed. Luciana Bordoni et al. (Cambridge Scholars Publishing, 2016), 17.  
140 The exhibitions were Gabriel Metsu held at the National Gallery of Ireland in 2010 and The Moderns 
held at the Irish Museum of Modern Art, also held in 2010. 
141 9ũČƨĬŔċШ]ƨĲĬĲƚШĲƣШċũЮЯШљDesigning User Interaction with Linked Data in Historical ArchivesЯњШJournal on 
Computing and Cultural Heritage 15, no. 3 (2022): 43:1, https://doi.org/10.1145/3485731.   
142 Ibid.  
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Knowledge Gap: Generous and Contextual I nterfaces for Linked Data  

This literature review highlights the significant strides made by cultural heritage Linked Data 

projects, particularly in the development of semantic databases. While many existing 

interfaces could benefit from more generous and intuitive designs, some practitioners have 

begun to ŔŰƣĲŊƖċƣĲШƣőĲШћĲǂƓŸƚƨƖĲќШŸŉ Linked Data into their interface development. In these 

cases, however, event-based ontological approaches are either not fully realised or have yet to 

be applied across the entire lifecycle of an exhibitionуfrom inception to interface. This reveals 

an opportunity to explore how data modelling can serve as a curatorial method of enquiry, and 

how the resulting context-rich data might enhance the experience of an online exhibition. 

 

In this research project, I address this gap by manually creating a relatively small set of 

Linked Data related to the Emmerson Collection. Guided by the events-based ontologyуthe 

CIDOC CRMуthis practice makes explicit the context essential to object interpretation, 

narrative, and exhibition-making. This context can then be stored in a database and queried, or 

in the case of Beyond the Book, integrated into an online exhibition in a way that it can be 

navigated and explored, thus supporting meaning-making. The rationale for this approach 

draws from multiple, converging disciplines including 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 chapter introduces the methods and methodologies that underpin my research project, 

which are drawn from diverse yet intersecting disciplines. I begin by situating my use of data 

modelling and network visualisation within the field of digital humanities (DH), then outline how 

the former method also draws on theories from philosophy. From here I describe how the 

ƓőŔũŸƚŸƓőŔĦċũШŰŸƣŔŸŰШŸŉШћŉŸũĬŔŰŊќШŊƨŔĬĲĬШmy creation of modelled instances in conjunction with 

§ĤƖŔƚƣќƚШĦŸŰĦĲƓƣШŸŉШŢƨŰĦƣŔŸŰ-making to explain how it aligns with curatorial practice. I then 

return to network visualisation as a method, justifying its use in this research project by 

situating it within methodologies from philosophy and digital humanities. Lastly, I explain how I 

have employed reflective practice, a characteristic method in research through design (RtD), to 

evaluate my practice in online exhibition-making and contribution s to the identified knowledge 

gaps. I conclude by describing how I have built ŸŰШxŔŰĬċШ9ċŰĬǃќƚШŰŸƣŔŸŰШŸŉШћshared reflectionќ to 

collaborate with the Transforming the Early Modern Archive team. To outline and structure the 

complexity of the methodological influences on this research project, I model my methods to 

the NeDiMAH Methods Ontology (NeMO) which was developed to articulate the 

interdependencies between content, tools and methods within the DH ecosystem. In doing so, I 

demonstrate how this research project is fundamentally situated within the digital humanities.   

 

Mapping DH Methods and Methodologies  

According to ?ƖƨĦťĲƖЯШљdigital humanities work is done at the intersection of computational 

ůĲƣőŸĬƚШċŰĬШőƨůċŰŔƣŔĲƚШůċƣĲƖŔċũƚЮњ1 For this reason, this project can be situated within digital 

humanities (DH) as a field. However, like many DH projects, it is also interdisciplinaryуits 

methods and methodologies are derived from the fields of curation, philosophy, design, and 

research through design (RtD). It is also collaborative, bringing together the expertise and 

knowledge of scholars and practitioners across early modern studies, design, and curation. 

These factors again situate this project within DH. Indeed, digital humanists Stuart Dunn and 

Kristen Schuster state that among the љĬĲũƨŊĲШŸŉШŸƓŔŰŔŸŰƚЯШċƖŊƨůĲŰƣƚШċŰĬШƣőĲŸƖŔĲƚњШŸŰШ?cЯШ

љthere is a consensus that [it]  is interdisciplinary and collaborativeЮњ2 Yet, Schuster and Dunn go 

 
1 Johanna Drucker, The Digital Humanities Coursebook: An Introduction to Digital Methods for Research 
and Scholarship (Taylor & Francis Group, 2021), 1, ProQuest Ebook Central.  
2 ÉƣƨċƖƣШ?ƨŰŰШċŰĬШuƖŔƚƣĲŰШÉĦőƨƚƣĲƖЯШљÅĲƚĲċƖĦőШůĲƣőŸĬƚШŔŰШƣőĲШĬŔŊŔƣċũШőƨůċŰŔƣŔĲƚаШ]ĲŰĲƖċũШŔŰƣƖŸĬƨĦƣŔŸŰЯњШ
in Routledge International Handbook of Research Methods in Digital Humanities, ed. Kristen Schuster 
and Stuart Dunn (Taylor & Francis Group, 2020), 2, ProQuest Ebook Central. 
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on to argue that an acknowledgement of disciplinary differences is missing from efforts to 

describe DH. This  

 

foreshortens conversations about the particular approaches [that] scholars from say 

history, literature, philosophy or art history use to organize and carry out digital research 

[and it] overlooks why and őŸƽШƚĦőŸũċƖƚШƨƚĲШљƣőĲШ?ŔŊŔƣċũњШƣŸШĦƖĲċƣĲШċŰĬШŔŰƣĲƖƖŸŊċƣĲШ

digital media.3  

 

Similarly, Willard McCarty argues that the humanities computing specialist must љnot 

only be able to get along in various disciplinary cultures but also to partake at some level in their 

most basic conversationsЮњ4 According to McCarty, this is because the specialist acts as 

љmerchant traderњ ŸŉШŸƣőĲƖШĬŔƚĦŔƓũŔŰĲƚќШљintellectual goodsЯњ т љseizing opportunities for 

importing and exporting them as the occasion warrantsЮњ5 This chapter heeds Schuster and 

Dunnќƚ as well as ~Ħ9ċƖƣǃќƚШĦċũũШƣŸШrecognise the disciplinary influences on DH (or humanities 

computing) projects. It unpacks the disciplinary methods and corresponding methodologies 

that have guided the direction of this project. However, it also draws on ~Ħ9ċƖƣǃќƚШand Harold 

ShortќƚШůċƓШŸŉШћůĲƣőŸĬŸũŸŊŔĦċũШĦŸůůŸŰƚќШƽŔƣőŔŰШhumanities computing; the Taxonomy of 

Computational Methods (ICT Methods Taxonomy) in the Arts and Humanities; and the 

NeDiMAH Methods Ontology (NeMO). These maps demonstrate how these disciplinary 

positions are combined in what is fundamentally a DH project. 

 

In their general introduction to the Routledge International Handbook of Research 

Methods in Digital Humanities, Stuart Dunn and Kristen Schuster liken research methodologies 

in the digital humanities to metadata. They state that, in the same way as librarians and data 

curators use metadata to љstructure and organize digital collections and formalize their 

rationaleЯњ methodology within DH љprovides a prescribed structure for research methodsЮњ6 

While Dunn and Schuster do not elaborate on this analogy, it can be speculated that 

ћƚƣƖƨĦƣƨƖĲĬШůĲƣőŸĬƚќШċŰĬШƖċƣŔŸŰċũĲƚШŉŸƖШƨƚŔŰŊШƣőĲůШċƖĲШƓċƖƣŔĦƨũċƖũǃШŔůƓŸƖƣċŰƣШŔŰШ?cШĬƨĲШƣŸШƣőĲШ

numbers of methods associated with the discipline. Indeed, Lorna Hughes et al. speculate that 

the reason why digital humanities scholars are wrestling ƽŔƣőШƣőĲШĬŔƚĦŔƓũŔŰĲќƚШůĲƣőŸĬƚШŔƚШĬƨĲШƣŸШ

 
3 Ibid.  
4 ìŔũũċƖĬШ~Ħ9ċƖƣǃЯШљcƨůċŰŔƣŔĲƚШ9ŸůƓƨƣŔŰŊ,њШin Encyclopedia of Library and Information Science, ed. 
Miriam A. Drake (Marcel Dekker, 2003), 1233. 
5 Ibid., 1232. 
6 Dunn and Schuster, љResearch methods in the digital humanitiesЯњШ3. 
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the љlack of available, accessible registries that adequately map current methods.њ7 Such 

registries, they argue, would show the integration of DH methods into љthe digital humanities 

methodological commons, and their relationships with content and tools, and dependencies 

across the disciplinesЮњ8 According to Hughes et al., to address this, two pieces of work have 

approached the proliferation of DH ůĲƣőŸĬƚШĤǃШċƣƣĲůƓƣŔŰŊШƣŸШћůċƓќШƚőċƖĲĬШċƓƓƖŸċĦőĲƚШċŰĬШ

techniques within the field.  

 

ÑőĲШŉŔƖƚƣШŔƚШċШůċƓШŸŉШћůĲƣőŸĬŸũŸŊŔĦċũШĦŸůůŸŰƚќШƽŔƣőŔŰШőƨůċŰŔƣŔĲƚШĦŸůƓƨƣŔŰŊЮШ

Developed by McCarty and Short, the map demonstrates the љcomputational techniques 

shared among the disciplines of the humanities and closely related social sciencesЮњ9 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 retrieval and 

communications. 10 Above the commons are the disciplines, listed as literary and linguistic 

studies, historical studies, material culture, musicology, performance studies, and so on.11 

Double-headed arrows link the disciplines to the methodological commons, љindicating these 

techniques are variously exported from individual fields of study into the commons and from 

the commons into othersЮњ12 McCarty argues that humanities computing is the agency by which 

ƣőŔƚШћŔůƓŸƖƣоĲǂƓŸƖƣШƣƖċĬĲќШĦċŰШŸƓĲƖċƣĲЮШÑőƨƚЯШŔƣШőċƚШċ 

 

dual role as collegial service to the disciplines and as [a] research enterprise directed to 

investigate their evolving methodologies, devise new computational approaches, study 

the effects, and tease out the implications.13 

 
7 Hughes et al., љ?ŔŊŔƣċũШ~ĲƣőŸĬƚШŔŰШƣőĲШcƨůċŰŔƣŔĲƚЯњ 209. 
8 Ibid. 
9 ~Ħ9ċƖƣǃЯШљcƨůċŰŔƣŔĲƚШ9ŸůƓƨƣŔŰŊЯњ1224. 
10 Ibid. 
11 Ibid. 
12 Ibid. 
13 Ibid. 
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Figure 15. ìŔũũċƖĬШ~Ħ9ċƖƣǃШċŰĬШcċƖŸũĬШÉőŸƖƣќƚШћÅŸƨŊőШŔŰƣĲũũĲĦƣƨċũШůċƓШŉŸƖШőƨůċŰŔƣŔĲƚШĦŸůƓƨƣŔŰŊќШŉƖŸůШ

~Ħ9ċƖƣǃЯШљcƨůċŰŔƣŔĲƚШ9ŸůƓƨƣŔŰŊЯњΝΞΞΡЮ 

 

According to the McCarty, the map is not intended to answer the question: What is 

humanities computing? Rather, the map advances this question by providing a snapshot of the 

discipline љas it now seems to be emerging from discussions and from related scholarly 

workЮњ14 This snapshot clearly demonstrates where distinct disciplines overlap in their use of 

computational methods. This overlap is further muddied by visual representations of the 

љbroad areas of learning that such interdisciplinary work calls onњ below the commons.15 

According to McCarty, these include:  

 

Philosophy (especially epistemology, ontology, and the philosophy of mind), 

historiography and ethnography, science studies, sociology of knowledge, media 

 
14 ~Ħ9ċƖƣǃЯШљcƨůċŰŔƣŔĲƚШ9ŸůƓƨƣŔŰŊЯњΝΞΞΠЮ 
15 Ibid., 1224. 
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studies, literary criticism, linguistics, and aspects of computer science, including 

markup technologies, digital library research, and the language industries.16 

 

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 the methodologies of their use.  

 

The second project referred to by Hughes et al. approached digital humanities methods 

through the conceptual framework of metadataуechoing Dunn and Schusterќ argument 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 Methods (ICT Methods Taxonomy) 

in the Arts and Humanities. According to Hughes et al., this taxonomy classified љdigital 

methods used in the creation, management, and sustainability (the ћdigital curationќ life cycle) 

of digital resources in the arts and humanities and developed a controlled vocabularyЮњ17 Core 

to the taxonomy was the classification of methods in two groups based on behavioural 

ƚŔůŔũċƖŔƣǃЮШÑőĲШŉŔƖƚƣЯШћĦŸŰƣĲŰƣШtypesќ, groups methods by the kind of digital resources they create, 

e.g., structured data. ÑőĲШƚĲĦŸŰĬЯШћŉƨŰĦƣŔŸŰШƣǃƓĲƚќ, describes the broad functions commonly 

undertaken in digital resource creation processes, e.g., ћĦċƓƣƨƖĲќ, ћƚƣƖƨĦƣƨƖŔŰŊШċŰĬШ

ĲŰőċŰĦĲůĲŰƣќШŸƖШћƓƨĤũŔĦċƣŔŸŰќШċŰĬШћpresentationќ. The taxonomy has since been adopted (and 

adapted) by several initiatives across Europe. Notably, in the past decade, NeDiMAH, a 

Research Network Program on Digital Methods in the Arts and Humanities has built on the 

taxonomy to create the NeDiMAH Methods Ontology (NeMO). 

 

NeMO is one of three key outcomes of NeDiMAH. The other two being љa map visualizing 

the use of digital research across Europeњ and a љcollaborative, interactive online forum for the 

European community of practitioners active in this area.њ18 According to Hughes et al., 

NeDiMAH was created to scope the љwidest scholarly practice in the digital humanitiesњ and to 

investigate how methodological commons transform research.19 Indeed, where the ICT 

Methods Taxonomy was based on DH projects, љNeDiMAH sought to scope practice that has 

become embedded into research work across the scholarly life cycle.њ20 The decision to 

 
16 Ibid. 
17 Hughes et alЮЯШљ?ŔŊŔƣċũШ~ĲƣőŸĬƚШŔŰШƣőĲШcƨůċŰŔƣŔĲƚЯњ 197. 
18 Ibid., 200. 
19 Ibid., 199. 
20 Ibid., 200 
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develop an ontology of research methods was based on an identified need to љexplicitly specify 

the dependencies between content, tools, and ůĲƣőŸĬƚњ within the DH ecosystem.21 As 

Hughes et al. argue, љan adequate model of scholarly research process must comprise a set of 

precisely defined general concepts representing the main elements of the humanities research 

ecosystem, their intrinsic structure, and the kinds of relations pertaining among themЮњ22 Such 

a model, they elaborate, is an ontology.23  

 

According to Hughes et al., NeMO can contribute to the maturing of DH as a discipline, 

and give it greater academic credibility  by facilitating the understanding of љhow methods are 

used in the digital humanities.њ24 This, they argue, will clarify љthe practice and extent of digital 

humanities, illustrating how it is influenced by, and influences, methodological innovation and 

development across the academic disciplines, including those outside the humanities.њ25 As 

such, the remainder of this chapter draws on NeMO to map and articulate the methods used in 

this research project, as well as my rationale for their use, and their disciplinary influences. The 

ontology is composed of nineteen classes and forty-three properties and sub-properties that 

account for various factors that influence DH methods, such as tools, actors, and activities. 

However, there is no class to represent the methodology or rationale behind the method, or 

property to link it to a discipline. As such, for the purposes of this chapter, I have extended the 

ontology to include the propertyућhas rationale (methodology) froůќуwhich links a method to 

a discipline. This relationship is demonstrated in fig. 16, which breaks down the methods I have 

employed throughout this project, alongside their disciplinary influences. I explain my rationale 

for using such methods in the following sections.  

 

 
21 Ibid., 204.  
22 Ibid., 205. 
23 Ibid.  
24 Ibid., 209. 
25 Ibid. 
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Figure 16. My research methods mapped to NeMO. Note how I have extended the ontology to include the 

property ћőċƚШƖċƣŔŸŰċũĲШыůĲƣőŸĬŸũŸŊǃШŉƖŸůьќЯ which links the ћ~ĲƣőŸĬќШċŰĬ ћ?ŔƚĦŔƓũŔŰĲќ entities. 

 

ProjectуEmploys MethodуModelling  
ModellingуHas Rationale FromуDigital Humanities  

As has been indicated, one of the primary methods for this project is creating modelled 

instances. My rationale for using such a method draws largely from the work of Eide who 

describes modelling within the digital hƨůċŰŔƣŔĲƚШċƚШċШљtheoretical-practical activity where one 

ƓċƖƣШĦċŰŰŸƣШƽŸƖťШƣŸШŔƣƚШŉƨũũШƓŸƣĲŰƣŔċũШƽŔƣőŸƨƣШƣőĲШŸƣőĲƖЮњ26 In his article љModelling and Networks 

in Digital Humanitiesњ (2020), Eide considers modelling as љconnected both to practices of 

production and to learning strategies.њ27 He states that, when considered as part of practices of 

the production, the љfocus of the modelling process is to develop a productуfor instance a 

grammar documenting a certain dialect or an online digital photo archive as a computer system 

 
26 EŔĬĲЯШљ~ŸĬĲũũŔŰŊШċŰĬШ ĲƣƽŸƖťƚШŔŰШ?ŔŊŔƣċũШcƨůċŰŔƣŔĲƚ,њ 106. 
27 Ibid., 91.  
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ƣŸШĤĲШƨƚĲĬШŉŸƖШƚƣŸƖŔŰŊШċŰĬШċĦĦĲƚƚŔŰŊШŔůċŊĲƚЮњ28 Conversely, when approached as a learning 

strategy, models are created and used for the purpose of љdeveloping new understandings of 

the nature of the target being modelled, as well as of the modelling process itself.њ29 My 

rationale for using modelling as a method for curatorial enquiry and exhibition development 

draws from both these approaches. I have hypothesised that modelling entities related to the 

Emmerson Collection could produce a productуpotentially a network graph of relationshipsу

for display within the online exhibition. Furthermore, I believed that the process of modelling 

could be used as a method of enquiry or a learning strategy allowing me to better understand 

the entities related to the collection and how they intersect. ÑőŔƚШċƓƓƖŸċĦőШċũŔŊŰƚШƽŔƣőШEŔĬĲќƚШ

argument that the practical and epistemological aspect of modelling љare not strictly dividedЮњ30  

  

 My approach to modelling entities related to the Emmerson Collection is also informed 

ĤǃШEŔĬĲќƚШċƚƚĲƖƣŔŸŰШƣőċƣШљthe forms models take is key to understanding their role in modelling 

ċŰĬШőŸƽШƣőĲǃШĦċŰШĤĲШƨƚĲŉƨũШŉŸƖШŸƨƖШƖĲƚĲċƖĦőЯШƣĲċĦőŔŰŊЯШĬĲƻĲũŸƓůĲŰƣЯШċŰĬШŸƨƣƖĲċĦőЮњ31 While 

models can take many shapes, as Eide argues, networks are models that љcan meaningfully be 

used in model-ĤċƚĲĬШƖĲƚĲċƖĦőЮњ32 Eide uses the term network љfor graphs where the nodes and 

ĲĬŊĲƚШőċƻĲШċƣƣƖŔĤƨƣĲƚњ in contrast to other graphs, such as trees, where љonly the nodes have 

attributesЮњ33 According to Eide, љthe addition of attributes has a significant impact on the 

ƨƚċĤŔũŔƣǃШŸŉШŊƖċƓőƚШŔŰШƣőĲШőƨůċŰŔƣŔĲƚЮњ34 While he does not elaborate on this point, he states 

that the labels for node attributes within a network can be љcomplex, moving beyond what we 

usually understand as labels towards a data package attached to each node.њ35 This is what 

appealed to me about network graphs; rather than restricting node (entity) labels to reduced 

names or titles, the network facilitates detailed descriptions for each node, allowing for 

granularity when describing the node and the context of its existence. While this context can 

sometimes be captured by a ŰŸĬĲќƚ relationship to other nodes within the graph, as argued, 

data and text can be used together as a tool when researching and communicating context. 

Here I depart from Eide who, in his analysis of a translation of a poem to TEI encoding, has 

 
28 EŔĬĲЯШљ~ŸĬĲũũŔŰŊШċŰĬШ ĲƣƽŸƖťƚШŔŰШ?ŔŊŔƣċũШcƨůċŰŔƣŔĲƚЯњ 91. 
29 Ibid. 
30 Ibid. 
31 Ibid., 92. 
32 Ibid., 95. 
33 Ibid. 
34 Ibid. 
35 Ibid. 
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determined that љƚomething must be sacrificed явѐШƽe cannot both get the convenience of an 

XML structure that can be validated and the expressiveness of a human readingЮњ36 

  

 Eide analyses several digital humanities projects that have employed modelling as a 

method, concluding that over the last eight to ten years љthere has been a boost in the use of 

networks in digital humanitiesЮњ37 Eide argues, however, that while digital methods љcan be of 

significant importanceњ for establishing networks, љthe process must still be run by 

knowledgeable researchersЮњ38 As he elaborates,љƽhen a network with carefully selected 

attributes connected to its nodes and edges is created based on a sound analysis of relevant 

source material it can represent many aspects of human culture, present as well as pastЮњ39 

 

Thus, EŔĬĲќƚШċƖŊƨůĲŰƣШŸŰШƣőĲШessential role of researcher interpretation in humanities 

modelling reflects sŸŰĲƚќƚШassertions that automation can only go so far. Both Eide and Jones 

use the connections between entities as an example of this. These connections 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 the importance of the knowledge of the humanities researcher/modeller, like 

others, Eide cautions against љbiased, uncertain, and incomplete Ĭċƣċњ within the humanities.40 

He states that, for this reason, љthe process of abstraction must be seen as part of the 

modelling process and the principles and practice behind the abstraction are parts of the 

modelЮњ41 Eide goes on to explain that, within humanities research, љabstraction is typically 

domain specific; the concrete setting the situation exists withinттits contextттis vitalЮњ42 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 unsolved; the 

baby is thrown out with the bathwater.43 

 

 
36 EŔĬĲЯШљ~ŸĬĲũũŔŰŊШċŰĬШ ĲƣƽŸƖťƚШŔŰШ?ŔŊŔƣċũШcƨůċŰŔƣŔĲƚЯњ 105. 
37 Ibid., 95. 
38 Ibid. 
39 Ibid. 
40 Ibid. 
41 Ibid., 92 
42 Ibid., 95 
43 Ibid. 
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Here, Eide is referring to the pragmatic or problem-solving potential of models, which he 

introduces by describing how graphs have been used to represent the Königsberg bridge 

problem.44 However, Eide also acknowledges that љnetwork 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 hasЮњ45 Indeed, Eide points out the distinction 

between analysis in the traditional sense, as љlooking into aspects such as centrality and weak 

ĦŸŰŰĲĦƣŔŸŰƚњ and љanalysis based on interacting with the visual language of the graphЮњ46 My 

approach to modelling ĬƖċƽƚШŸŰШEŔĬĲќƚШƚĲĦŸŰĬШĬŔƚƣŔŰĦƣŔŸŰ, where I hypothesised that to 

harness the epistemological potential of data modelling, I needed to create and interact with a 

visual representation of the modelled data. Indeed, according to Eide, the ability to interact with 

and control the network is critical to modelling 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 additional way 

of coming to know through the use of visual network tools, enabling creative visual 

thinking and reasoning as part of a research process.47 

 

This approach is not dissimilar to the visualisation methods that 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 another. I applied this 

method to the creation of a network of modelled data in the virtual space, thus reflecting 

?ƖƨĦťĲƖќƚШċƚƚĲƖƣŔŸŰШƣőċƣШљdigital and traditional methods are complementary.њ48 However, I 

chose to create a data network using a semantic data creation platform so that the 

relationships between entities in the network could be captured as Linked Data, which could be 

repurposed. In addition to creating visual representations of items in the Emmerson Collection, 

I also created a representation of the entities related to them, e.g., people and places. This 

method ƖĲŉũĲĦƣƚШEŔĬĲќƚШċƚƚĲƖƣŔŸŰШthat the relationship between a model and its target is 

 
44 The Königsberg bridge problem is a famous 18th-century puzzle posed by Leonhard Euler, asking 
whether it is possible to walk through the city of Königsberg and cross each of its seven bridges exactly 
once. Euler proved it impossible, laying the foundations for graph theory and the concept of Eulerian 
paths. 
45 EŔĬĲЯШљ~ŸĬĲũũŔŰŊШċŰĬШ ĲƣƽŸƖťƚШŔŰШ?ŔŊŔƣċũШcƨůċŰŔƣŔĲƚЯњ 105. 
46 Ibid., 100 
47 Ibid. 
48 Drucker, The Digital Humanities Coursebook, xii.  
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semiotic and љdeeply entangled with the purpose of the modellingЮњ49 Similarly, in their 

discussion on љmodelling as a strategy to make sense via practical thinkingЯњ digital humanities 

researchers Arianna Ciula and Cristina Marras state that through the modelling process, 

љmeaning is negotiated through the creation and manipulation of external representationsЮњ50  

 

Like Eide, Ciula and Marras also consider modelling a љcreative and highly pragmatic 

process of thinking and reasoningЯњ which sits in contrast to the implication within digital 

humanities that modelling is the љtranslation of complex systems of knowledge into 

computationally processable models.њ51 These computational models are typically created to 

service specific research questions about the data. In contrast, I initially drew on modelling as 

method in the service of one 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 

question the љframing of archives as data sets in service of specific research questionsЮњ52 

Similarly, design scholars Jacqueline Lorber-Kasunic and Kate Sweetapple argue that љthe 

epistemological potential of the visualућwhat it knowsќуis often overlooked in favour of ћwhat 

it recordsќЮњ53 Dan Edelstein et al. also state that the visualisation of data helps to љguide us, to 

uncover patterns and provoke questions that we otherwise might not ever have consideredЮњ54 

 

In sum, within this research project, I approach modelling as an interpretative scholarly 

method (as per digital humanities), however my intent is also exploratory and curatorial. I have 

drawn on this method to answer general questions about how items in the Emmerson 

Collection are relatedуwhere they overlap based on the people associated with them and their 

journey through time and space. I have also hypothesised that the visualisation of the modelled 

Linked Data via a network graph would facilitate this exploration by visually representing the 

entities, as to where they overlap and/or link. While I have modelled entities related to the 

Emmerson Collection as a form of curatorial enquiry guided by my perspectives ċŰĬШƣőĲШƣĲċůќƚШ

individual approaches to the collection, I have done so through the guidance of an ontologyуa 

shared conceptualisation of a domain. Thus, the following section outlines my rationale for 

 
49 EŔĬĲЯШљ~ŸĬĲũũŔŰŊШċŰĬШ ĲƣƽŸƖťƚШŔŰШ?ŔŊŔƣċũШcƨůċŰŔƣŔĲƚЯњШΝΜΠЮ 
50 Arianna Ciula and Cristina Marras, љEǂƓũŸƖŔŰŊШċШÉĲůŔŸƣŔĦШ9ŸŰĦĲƓƣƨċũŔƚċƣŔŸŰШŸŉШ~ŸĬĲũũŔŰŊШŔŰШ?ŔŊŔƣċũШ
Humanities Practices,њШin Meanings & Co.: The Interdisciplinarity of Communication, Semiotics and 
Multimodality , ed. Alin Olteanu et al. (Springer Verlag, 2018). 
51 Ibid. 
52 Schofield et al., љÅĲƚĲċƖĦőШƣőƖŸƨŊőШ?ĲƚŔŊŰШċŰĬШ?ŔŊŔƣċũШcƨůċŰŔƣŔĲƚШŔŰШÂƖċĦƣŔĦĲЯњ i117. 
53 Jacqueline Lorber-Kasunic and Kate Sweetapple, љéŔƚƨċũŔƚŔŰŊШÑĲǂƣ-based Data: Identifying the Potential 
of Visual Knowledge Production through Design Practice,њШStudies in Material Thinking 13 (2015): 4.  
54 Edelstein et al., љcŔƚƣŸƖŔĦċũШÅĲƚĲċƖĦőШŔŰШċШ?ŔŊŔƣċũШ ŊĲЯњШ419. 
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drawing on an ontology as it is understood in computing, by linking the concept to its 

philosophical influences.  

 

ModellingуHas Rationale FromуPhilosophy  

The origins of the term ћontologyќ come from the branch of philosophy concerned with the 

љscience of what is, of the kinds and structures of objects, properties, events, processes, and 

relations in every area of reality.њ55 While some philosophers argue for a distinction between 

ontology and metaphysicsуthat being љthe study of being, its kinds and attributesњ56уothers 

such as E. J. Lowe believe that ontology љis at the heart of metaphysics since it studies the 

existence of categories of entities, metaphysical concepts, and their relations.њ57 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, are like 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.58 

 

According to Thomas Gruber, in the context of computer and information sciences, the 

term ontology was adopted by the AI community in the early 1980s to љrefer to both a theory of a 

ůŸĬĲũĲĬШƽŸƖũĬШявѐШċŰĬШċШĦŸůƓŸŰĲŰƣШŸŉШťŰŸƽũĲĬŊĲШƚǃƚƣĲůƚЮњ59 Gruber states that these 

researchers argued that they љcould create new ontologies as computational models that 

enable certain kinds of automated reasoningЮњ60 Thus, beyond philosophy, ontology became a 

љtechnical term denoting an artifact that is designed for a purpose, which is to enable the 

modeling of knowledge about some domain, real or imaginedЮњ61 As Gruber elaborates, 

 
55 Barry ÉůŔƣőЯШљ§ŰƣŸũŸŊǃЯњШŔŰ The Blackwell Guide to the Philosophy of Computing and Information, ed. 
Luciano Floridi (John Wiley & Sons, Incorporated, 2003), 155, ProQuest Ebook Central.  
56 Arthur Madigan, Alexander of Aphrodisias: On Aristotle Metaphysics 4, (Bloomsbury Publishing Plc, 
2014), 1, ProQuest Ebook Central.  
57 See, for example, Jonas Rafael Becker Arenhart and Raoni Wohnrath ArroyoЯШљ7ċĦťШƣŸШƣőĲШƕƨĲƚƣŔŸŰШŸŉШ
ŸŰƣŸũŸŊǃШыċŰĬШůĲƣċƓőǃƚŔĦƚьЯњ Manuscrito 44 (2021): 01т51, https://doi.org/10.1590/0100-
6045.2021.V44N2.JR. 
58 ÑőŸůċƚШcŸŉƽĲĤĲƖЯШљ9ċƖŰċƓќƚШ7ŔŊШfĬĲċЯњШin Ontology after Carnap, ed. Stephan Blatti and   
Sandra Lapointe (Oxford Academic, 2016), 13. 
59 Thomas Gruber, љOntologyЯњ in Encyclopedia of Database Systems, ed. Ling Liu and M. Tamer Özsu 
(Springer, 2016), https://doi.org/10.1007/978-1-4614-8265-9.  
60 Ibid. 
61 Ibid.  

https://doi.org/10.1007/978-1-4614-8265-9
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however, љsome researchers, drawing inspiration from philosophical ontologies, viewed 

computational ontology as a kind of applied philosophyЮњ62 The following section builds on this 

statement by Gruber by outlining the relevance of the philosophical notion of the fold in terms 

of modelling data, to an ontology as a method of curatorial enquiry. I argue that the fold can be 

employed as a way of thinking when modelling cultural heritage data. In doing so, I depart from 

cŸŉƽĲĤĲƖќƚШequation of ontology with investigating what ћthingsќ make up reality. While curation 

activities are ontologicalуthey involve classification and making statements about the nature 

of a workуtheir objective is not to make statements about reality. Rather, the very nature of 

exhibitions is to present objects from a particular perspectiveЯШċƚШĤƨƣШљone folded impression of 

realityЮњ63  

 

The notion of the fold ŔƚШƣċťĲŰШŉƖŸůШ[ƖĲŰĦőШƓőŔũŸƚŸƓőĲƖШ]ŔũũĲƚШ?ĲũĲƨǍĲќƚШƚĲůŔŰċũШƽŸƖťШ

The Fold: Leibniz and the Baroque (1988). In this text Deleuze builds on Gottfried Wilhelm 

xĲŔĤŰŔǍќƚШŰŸƣŔŸŰШŸŉШůŸŰċĬŸũŸŊǃЯШŔŰƣƖŸĬƨĦĲĬШĤǃШƣőĲШ]ĲƖůċŰШƓőŔũŸƚŸƓőĲƖШŔŰШΝΤΝΠШŔŰШőŔƚШƽŸƖťШLa 

Monadologie. According to Leibniz, a monad љis nothing but a simple substance явѐ which 

ĲŰƣĲƖƚШŔŰƣŸШĦŸůƓŸƨŰĬƚШЮЮЮШ7ǃШћƚŔůƓũĲќШŔƚШůĲċŰƣШћƽŔƣőŸƨƣШƓċƖƣƚќ.њ64 Leibniz elaborates that љthere 

must be simple substances, since there are compounds; for a compound is nothing but a 

collection or aggregatum of simple thingsЮњ65 According to Viktoria Brüggemann et al., Deleuze 

ċƓƓũŔĲƚШxĲŔĤŰŔǍќƚШŰŸƣŔŸŰШŸŉШůŸŰċĬŸũŸŊǃШƣŸШƓŸƚƣůŸĬĲƖŰŔƚůЯШƖĲĦŸŰƚƣƖƨĦƣŔŰŊШit as љan ћallegory of 

the ƽŸƖũĬќ which явѐШ contains the fold as an element of infinite iterationЮњ66 Thus, where Leibniz 

sees the monad as an indivisible, static, self-contained unit, Deleuze describes the fold as a 

dynamic process. Indeed, the fold replaces the idea of isolated, pre-established entities with 

processes of connection, movement, and transformation.  

 

Both Leibniz and Deleuze reject a dualist ontology (the separation of body and soul), 

which, as Brüggemann et al. argue, is љimportant for the understanding of the processes of 

information interpretation and accumulationЮњ67 As the authors elaborate:  

 
62 Ibid.  
63 Viktoria Brüggemann et al., љÑőĲШ[ŸũĬаШÅĲƣőŔŰťŔŰŊШfŰƣĲƖċĦƣŔƻŔƣǃШŔŰШ?ċƣċШéŔƚƨċũŔǍċƣŔŸŰЯњ Digital Humanities 
Quarterly 14, no. 3 (2020), 
https://www.digitalhumanities.org/dhq/vol/14/3/000487/000487.html#wagner1995. 
64 Gottfried Wilhelm LeibnizЯШљÑőĲШ~onaĬŸũŸŊǃЯњШtrans. Robert Latta, in Leibniz: The Monadology and other 
Philosophical Writings, ed. Robert Latta (Oxford University Press, 1898), 217.  
65 Ibid.  
66 7ƖƬŊŊĲůċŰŰШĲƣШċũЮЯШљÑőĲШ[ŸũĬаШÅĲƣőŔŰťŔŰŊШfŰƣĲƖċĦƣŔƻŔƣǃШŔŰШ?ċƣċШéŔƚƨċũŔǍċƣŔŸŰЯњШ
https://www.digitalhumanities.org/dhq/vol/14/3/000487/000487.html#wagner1995. 
67 Ibid. 

https://www.digitalhumanities.org/dhq/vol/14/3/000487/000487.html#wagner1995
https://www.digitalhumanities.org/dhq/vol/14/3/000487/000487.html#wagner1995
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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 information явѐШthe folds 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 soul.68 

 

In contrast to Leibniz, Deleuze considers folding as a spontaneous processуan operation 

internal to matter, thought, subjectivity and space, without a transcendent authorуapplying 

the notion of the fold to humanistic outputs, for instance art. Many theorists have since built on 

Deleuzeќƚ work, applying the notion of the fold to other areas of enquiry, including curation. 

 

ProjectуHas MethodуFolding  
FoldingуHas Rationale FromуPhilosophy and Curation  

Philosopher Jan Gresil Kahambing applies the notion of the fold to the philosophy of curation, 

arguing that љcuration determines the ontology of the objectЮњ69 In his article, љCuration as 

Ontology, or, Can we Fold Reality as an Objectњ (2024), Kahambing makes a proposition to 

љopen a discussion on a realist philosophy of curationЮњ70 Kahambing begins by stating that the 

Latin roots of the word curationућcurareќ or ћcuraќ meaning ћƣŸШŸƻĲƖƚĲĲќШŸƖШћƣŸШƣċťĲШĦċƖĲќ у

љconnotes an object, implying that to care is to care for.њ71 Thus, he argues that љcurated 

objects are then not isolated as they are necessarily associated with a caring subject or with the 

mind of a curator.њ72 As such, Kahambing introduces his first premise: 

 

Objects when curated become mind-dependent  

Mind-dependency is anti-realist  

Therefore, curation is anti-realist.73 

 

Kahambing goes on to explain that, like curation, realism is cross-disciplinary љsince an object 

of study in any field sufficiently constitutes an account of what exists.њ74 Regarding љartistic 

 
68 Ibid.  
69 Jan Gresil Kahambing, љ9ƨƖċƣŔŸŰШċƚШ§ŰƣŸũŸŊǃЯШŸƖШ9ċŰШìĲШ[ŸũĬШÅĲċũŔƣǃШċƚШċŰШ§ĤŢĲĦƣењШCosmos and 
History 20, no. 1 (2024): 209. 
70 Ibid., 179. 
71 Ibid., 180 [emphasis in original]. 
72 Ibid. 
73 Ibid [emphasis in original]. 
74 Ibid., 181. 
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realismЯњ Kahambing argues that this is demonstrated by the acceptance of a reality behind the 

work of art љsuch as the plight of a certain class of people.њ75 Thus, Kahambing states that the 

љoperational definition of realism here is that there is a reality, and it is mind-independent.њ76 

According to Kahambing, it then follows that, because љmuseological curation is a distinct form 

of subjective perception of reality as an object,њ it has љantirealist tendenciesњ whereby 

љcurated reality is not ontologically-independent.њ77 Kahambingќƚ premise here draws parallels 

with the arguments of Drucker and Eide regarding the interpretative nature of ontologies and 

modelling. In the context of curating the Emmerson Collection  through the creation of 

ontological instances, uċőċůĤŔŰŊќƚШƓƖĲůŔƚĲШƽŸƨũĬШƚƨƓƓŸƖƣШƣőċƣШan event (e.g., the Regicide) is 

mind-independent, while the explanation of that event through curatorial text is mind-

dependent.  

 

Before introducing his second premise, Kahambing explains that љcuration is a style of 

philosophizing that has a distinctness.њ78 He elaborates that the philosophy of curation is not a 

љsubfield strictly of the philosophy of museums but is a sui generis philosophy in itself.њ79 This 

kind of philosophy, Kahambing argues, љis prompted by the increasing function of curatorial 

agency in museums вШÑőŔƚШŔŰƻŸũƻĲƚШĤƨƣШŔƚШŰŸƣШũŔůŔƣĲĬШƣŸЯШĲƣőŔĦċũЯШĲƓŔƚƣĲůŸũŸŊŔĦċũЯШƓŸũŔƣŔĦċũЯШŸƖШ

ontological ŔŰƣĲƖƻĲŰƣŔŸŰƚЮњ80 Here, Kahambing is again referring to the interpretative nature of 

curationуthrough their agency, the curator can make certain ontological claims. Indeed, such 

is the agency of the curator that Kahambing proposes that љcuration can act ċƚШċШŉŸũĬŔŰŊЮњ81 For 

Kahambing, a fold is љa style of connection, a continuous flow of inflections, caverns, twists, 

and weavings creatively producing a consistent virtual or becoming ontology.њ82 When applied 

to curation, љŉŸũĬŔŰŊШŔƚШċШconceptual metaphor that denotes different functions and meanings in 

terms of the objects curatedЮњ83 However, departing from љƣőĲШŸƖƣőŸĬŸǂШƖĲċĬŔŰŊШŸŉШ?ĲũĲƨǍĲќƚШ

philosophy,њ Kahambing also states that the љmetaphorical fold as a ůĲƣőŸĬњ is a љbounded, 

finite, presentationЮњ84 Borrowing from philosopher Victoria Harrison, who in turn draws from 

philosophers George Lakoff and Mark Johnson, Kahambing further describes the boundness of 

 
75 uċőċůĤŔŰŊЯШљ9ƨƖċƣŔŸŰШċƚШ§ŰƣŸũŸŊǃЯШŸƖШ9ċŰШìĲШ[ŸũĬШÅĲċũŔƣǃШċƚШċŰШ§ĤŢĲĦƣењ 181. 
76 Ibid. 
77 Ibid., 182. 
78 Ibid., 185. 
79 Ibid. 
80 Ibid. 
81 Ibid. 
82 Ibid., 186. 
83 Ibid., 185. 
84 Ibid., 186. 
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the metaphorical fold as a љscreened possibility.њ85 Indeed, in her discussion of metaphors, 

Harrison describes how they draw љour attention to certain features of things, while 

simultaneously screening certain aspects from our attentionЮњ86  

 

Kahambing  goes on to liken curation to Rein Raudќƚ notion of the gaze which љƓĲƖĦĲŔƻĲƚШ

ƣőĲШƽŸƖũĬШŸŉШћƣőŔŰŊƚќШċƚШċШƚƣƖƨĦƣƨƖĲĬШƽőŸũĲШĦŸŰƚŔƚƣŔŰŊШŸf autonomous parts, held together by 

certain laws and principles, a certain order явШÑőĲШŊċǍĲѐШŰĲĲĬƚШƣŸШƚĲĲШћƣőŔŰŊƚќШŔŰШċШĦĲƖƣċŔŰШ

manner in order to relateЮњ87 According to Kahambing, ÅċƨĬќƚШљcrucial assertion is that just 

because reality is ontologically mind-independent, it does not follow that epistemologically it is 

gaze-independentЮњ88 Indeed, Kahambing asserts that the љgaze makes sense of reality in its 

own wayЮњ89 As such, the curated or metacurated gaze shrouds the object with љcuratorial 

perception, which may not necessarily correspond to the reality of the objectЮњ90 Kahambing is 

somewhat critical of curationќs take of the notion of the gaze, referring to it as љƻċĦƨŸƨƚњ and 

љanti-realist since it voids the independence of the reality it tries to [aestheticise]Юњ91 He 

acknowledges, however, that curation (or the curatorial gaze) is in turn љneeded to historically 

make sense of the object, trace cultural patterns informing of its ontology, and present it in a 

way that evokes visitor engagementЮњ92  

 

ìőŔũĲШfШĤƨŔũĬШŸŰШuċőċůĤŔŰŊќƚШŰŸƣŔŸŰШŸŉШthe metaphorical fold as a curatorial method, I 

argue that folding serves two somewhat contradictory purposes. In addition to creating a 

љbounded, finite, presentationњ or љscreenĲĬњ possibilities, folding also encompasses 

unfolding, that is, the act of expanding an entity to make its structure and relations with other 

entities explicit. Indeed, Brüggemann et al. explain that explicationуŸŰĲШŸŉШ?ĲũĲƨǍĲќƚШƣőƖĲĲШ

operations of the foldуĦċŰШĤĲШĬĲƚĦƖŔĤĲĬШċƚШљƣőĲШƓƖŸĦĲƚƚШŸŉШƨŰŉŸũĬŔŰŊЯШĲЮŊЮЯШŸƓĲŰŔŰŊШċШĤŸŸťЯШ

ĬŔƻŔĬŔŰŊШƚŸůĲƣőŔŰŊШŔŰƣŸШŔƣƚШƚƨĤƚĲĦƣŔŸŰƚЯШŸƖШŉċŰŰŔŰŊШŸƨƣШŔƣƚШůƨũƣŔƓũĲШŉċĦĲƣƚЮњ93 As they elaborate: 

 

 
85 Ibid. 
86 Victoria S. Harrison, "Metaphor, Religious Language, and Religious Experience," Sophia 46, no. 2 
(2007): 144, https://doi.org/10.1007/s11841-007-0018-3. 
87 uċőċůĤŔŰŊЯШљ9ƨƖċƣŔŸŰШċƚШ§ŰƣŸũŸŊǃЯШŸƖШ9ċŰШìĲШ[ŸũĬШÅĲċũŔƣǃШċƚШċŰШ§ĤŢĲĦƣењ 208. 
88 Ibid., 208 [emphasis in original]. 
89 Ibid., 209. 
90 Ibid. 
91 Ibid. 
92 Ibid. 
93 7ƖƬŊŊĲůċŰŰШĲƣШċũЮЯШљÑőĲШ[ŸũĬаШÅĲƣőŔŰťŔŰŊШfŰƣĲƖċĦƣŔƻŔƣǃШŔŰШ?ċƣċШéŔƚƨċũŔǍċƣŔŸŰЯњ 
https://www.digitalhumanities.org/dhq/vol/14/3/000487/000487.html#wagner1995. 

https://www.digitalhumanities.org/dhq/vol/14/3/000487/000487.html#wagner1995
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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 

generate the sudden juxtaposition of formerly opposite (and also opposing) points.94 

 

The other two operations, ћimplicationќШċŰĬШћcomplicationќЯШƽőŔĦőШƣŸŊĲƣőĲƖШƽŔƣőШĲǂƓũŔĦċƣŔŸŰШ

љform the essential triad of the folĬњ serve different yet complimentary functions.95 According to 

Brüggemann et al., in contrast to explication, љimplication refers to the commonly known 

process of folding that reduces something in size and detail, e.g., closing an open book or 

folding a paperЮњ96 Lastly, complication љexplains the process of information accumulation and 

connectedness of everything perceivable, while also addressing its arbitrarinessЮњ97 As 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 

ŸĦĦƨƖƖĲŰĦĲƚШċƖĲШƣőƨƚШŰŸƣШůŸƖĲШƣőċŰШċШљĦŸůƓũŔĦċƣĲĬњШŉŸũĬŔŰŊШƓƖŸĦĲƚƚЯШŔŰШƽőŔĦőШ

connections are rearranged and only a part of the connected universe becomes visible 

at a time.98 

 

Thus, the operations of the fold draw parallels with the process of creating modelled 

instances as a curatorial method. In the context of this project, I use them in conjunction with 

§ĤƖŔƚƣќƚШŰŸƣŔŸŰШŸŉШŢƨŰĦƣŔŸŰ-making for exhibitions; in addition to making junctions through 

modelling, I am unfolding (or making explicit) entities relating to the Emmerson Collection 

(explication). Simultaneously, I am creating a small-scale model of relationships between 

entities that are otherwise infinite (implication) and accumulating and connecting knowledge 

(albeit not everything perceivable) (complication). Indeed, it was not my intention to curate 

reality, rather I was conscious that the entities and properties I chose to model and investigate 

would reflect uċőċůĤŔŰŊќƚШŰŸƣŔŸŰШŸŉШĦƨƖċƣŸƖŔċũШrealism. That is, the final product would be a 

bounded, finite, presentation or screened possibility of data related to the Emmerson 

Collection  based on what I chose to bring forward and hide from sight.  

 

 
94 Ibid. 
95 Ibid. 
96 Ibid. 
97 Ibid. 
98 Ibid. 
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ProjectуHas MethodуNetwork Visuali sation  
Network Visualisation уHas Rationale FromуPhilosophy and Digital Humanities  

In addition to drawing on the metaphorical notion of the fold as a method of curatorial enquiry, I 

also used the concept as a framework for designing and critiquing the visualisation of modelled 

data for audience exploration in the digital exhibition. This method draws on the work of 

Brüggemann et al. who argue for the fold as a framework for љinterpreting and creating 

interactive visualizations of complex information spacesЮњ99 Indeed, Brüggemann et al. draw 

parallels between ?ĲũĲƨǍĲќƚШdescription of the unfolding of information and љthe structure and 

understanding of digital information spacesЮњ100 The authors explain that the infinite, 

interconnected and obscure attributes of the folds of information also characterise the virtual 

world where љonly certain parts of the available information are perceptible at a time, while the 

whole information space remains invisibly presentЮњ101 For this reason, the authors state that 

љdata and the resulting representations in data visualization can be seen as folds, reminding us 

that any perspective can only represent one possible version of reality, while containing infinite 

other possibilities to perceive a phenomenonЮњ102 Thus, Brüggemann et al.ќs arguments on the 

interpretative nature of folds in the context of humanities data draw parallels ƽŔƣőШuċőċůĤŔŰŊќƚШ

discussion on the anti-realist nature of curation.  

 

To explain their position, Brüggemann et al. draw on the three operations of the fold 

mentioned aboveуexplication, implication and complicationуto analyse љexamples of folding 

operations in data visualizations.њ103 Explication and implication, they state, are the most 

common operations, љimplementing the fold in the sense of increasing or decreasing detail, 

ċŊŊƖĲŊċƣŔŰŊШŸƖШƚĲƓċƖċƣŔŰŊЯШĦũƨƚƣĲƖŔŰŊШŸƖШĬŔƚƓĲƖƚŔŰŊЯШĲƣĦЮњ104 Such examples, state Brüggemann 

et al., can be seen in network visualisations that facilitate the unfolding of a node into multiple 

sub-items (explication). In turn, sub-items can also be collapsed to reduce visual complexity 

(implication). Similarly, the љƻŔƚƨċũŔƚċƣŔŸŰШŸŉШőŔĲƖċƖĦőŔĦċũШĬċƣċЯњШŔЮĲЮШƻŔċШċШƣƖĲĲШĤƖċŰĦőЯШallows for 

the increasing and decreasing of elements (explication and implication). In contrast, the 

operation of complication is evident in the љgradual build-up of a multidimensional 

visualizationЮњ105 To demonstrate this concept, Brüggemann et al. provide three examples 

 
99 Brüggemann et al., љÑőĲШ[ŸũĬаШÅĲƣőŔŰťŔŰŊШfŰƣĲƖċĦƣŔƻŔƣǃШŔŰШ?ċƣċШéŔƚƨċũŔǍċƣŔŸŰЯњШ
https://www.digitalhumanities.org/dhq/vol/14/3/000487/000487.html#wagner1995. 
100 Ibid. 
101 Ibid. 
102 Ibid. 
103 Ibid. 
104 Ibid. 
105 Ibid. 

https://www.digitalhumanities.org/dhq/vol/14/3/000487/000487.html#wagner1995


109 

 

including an љegocentric network centered around one node.њ106 In the next state of the 

visualisation, љthe complication dissolves the egocentric perspective towards a full view of the 

network in which the layout is influenced by all nodes and all links become visibleЮњ107 Rather 

than presenting a љƚƣċƣŔĦШŔůċŊĲШŸŉШƖĲċũŔƣǃЯњШthe transitions between states in the complication 

data visualisation allow for the integration of additional љdata aspects into the same 

visualizationЮњ108 Thus, this example draws parallels with the methodology of network 

visualisation and analysis described by Eide. Instead of serving the modeler as a tool for 

modelling as a method of enquiry, however, such a visualisation would allow users to question 

the љƨŰĬĲƖũǃŔŰŊШƚƣƖƨĦƣƨƖĲШċŰĬШĬŔůĲŰƚŔŸŰƚШŸŉШƣőĲШĬċƣċƚĲƣЮњ109 

 

 Based on their analysis of how the operations of the fold transform the љappearance 

and arrangement of visual ĲũĲůĲŰƣƚњ in data visualisation, Brüggemann et al. propose 

љtentative design principles and ƕƨĲƚƣŔŸŰƚњ for the design of visualisations.110 These principles 

and questions are categorised according to three overarching qualities that Brüggemann et al. 

abstracted ŉƖŸůШ?ĲũĲƨǍĲќƚШŸƓƨƚШƣŸШљalign the fold with interactive data visualizations in the 

context of humanistic inquiryЮњ111 These three qualities are coherence, elasticity, and infinity. 

According to Brüggemann et al., coherence reflects љthe quality of monadologic systems that 

are defined by context and relationsЮњ112 Thus, a data point or entity within a visualisation is 

љpart of a system and defined through its connections to other points of the network.њ113 In turn, 

elasticity reflects the flexibility of the information space, in the way that information and 

connections twist and turn while remaining coherent. Lastly, infinity refers to the unlimited 

possibilities of the fold. Within the information space, infinity can be embodied in the way 

љsmaller and smaller threads [are] ƨŰŉŸũĬĲĬњ and how connections between elements are 

љfound and followed in a multitude of possible combinationsЮњ114 Thus, all three qualities 

described by Brüggemann et al. are united by a notion of connectedness. For this reason, they 

align with my objective that the visualisation of my modelled data would facilitate audience 

exploration of the entities related to the Emmerson Collection,  and the junctions between 

 
106 7ƖƬŊŊĲůċŰŰШĲƣШċũЮЯШљÑőĲШ[ŸũĬаШÅĲƣőŔŰťŔŰŊШfŰƣĲƖċĦƣŔƻŔƣǃШŔŰШ?ċƣċШéŔƚƨċũŔǍċƣŔŸŰЯњШ
https://www.digitalhumanities.org/dhq/vol/14/3/000487/000487.html#wagner1995. 
107 Ibid. 
108 Ibid. 
109 Ibid. 
110 Ibid.  
111 Ibid.  
112 Ibid. 
113 Ibid. 
114 Ibid. 

https://www.digitalhumanities.org/dhq/vol/14/3/000487/000487.html#wagner1995
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them. As such, as outlined in Chapter 8: Production, I have drawn on some of Brüggemann et 

ċũЮќƚШƓƖŔŰĦŔƓũĲƚШċŰĬШƕƨĲƚƣŔŸŰƚШfor the design of modelled data within Beyond the Book. 

 

ProjectуHas MethodуReflective Practice  
Reflective  PracticeуHas Rationale FromуResearch Through Design 

7ƖƬŊŊĲůċŰŰШĲƣШċũЮќƚШapplication of the fold to data visualisation ĬƖċƽƚШƓċƖċũũĲũƚШƽŔƣőШEŔĬĲќƚШ

assertion that modelling is a theoretical-practical activity. In both instances, the authors infer 

that the practice of creating something is informed by research, and in turn, the direction that 

research takes is influenced by the practice. Such a relationship is core to research through 

design (RtD), which considers practice as an amalgamation of љdoingњ and љthinking.њ115 The 

term is attributed to Christopher Frayling who, in his 1994 paper љResearch in Art and DesignЮњ 

challenged љstereotypes of what research is, what it involves and what it deliversЮњ116 Frayling 

rejected the distinctions  between academia and craft/practice, and revisited the љcognitive 

tradition in artња a tradition which, he states, љhas in fact been called ћresearchќЮњ Frayling 

concludes by arguing that љћƖĲƚĲċƖĦőќ has been, can be and will continue to be an importantу

perhaps the most importantуnourishment for the practice and teaching of art, craft and 

designЮњ117  

 

ÉŔŰĦĲШ[ƖċǃũŔŰŊќƚШƓċƓĲƖЯШÅƣ?ШőċƚШevolved into a recognisable field with љdistinct individual 

ůĲƣőŸĬƚШявѐШƽőŔĦőШƣŸŊĲƣőĲƖШĦŸŰƣƖŔĤƨƣĲШƣŸШċŰШŔĬĲŰƣŔŉŔċĤũĲШůĲƣőŸĬŸũŸŊǃЮњ118 Such methods have 

been applied to љvarious research practicesЯњ including those outside of traditional art, craft 

and design.119 ÉƨĦőШƽċƚШ[ƖċǃũŔŰŊќƚШƻŔƚŔŸŰЯШċƚШőĲШċƖŊƨĲĬ: 

 

As if action which follows reflection, or reflection which follows action, can be put in a 

box exclusively marked ћpracticeќ. 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.120 

 

For instance, Whitelaw, along with Tom Schofield and David Kirk applied the RtD methods of 

cultural probes and workbooks to their design ŸŉШљĲǂƓũŸƖċƣŸƖǃШċŰĬШƓƖŸƻŸĦċƣŔƻĲШŔŰƣĲƖċĦƣŔŸŰƚњ for 

 
115 Christopher Frayling, љÅĲƚĲċƖĦőШŔŰШ ƖƣШċŰĬШ?ĲƚŔŊŰЯњШRoyal College of Art Research Papers 1, no. 1 
(1993):  4. 
116 Ibid., 1.  
117 FraylingЯШљÅĲƚĲċƖĦőШŔŰШ ƖƣШċŰĬШ?ĲƚŔŊŰЯњШ4. 
118 ÉĦőŸŉŔĲũĬШĲƣШċũЮЯШљÅĲƚĲċƖĦőШƣőƖŸƨŊőШ?ĲƚŔŊŰШċŰĬШ?ŔŊŔƣċũШcƨůċŰŔƣŔĲƚШŔŰШÂƖċĦƣŔĦĲЯњШi104. 
119 Ibid. 
120 [ƖċǃũŔŰŊЯШљÅĲƚĲċƖĦőШŔŰШ ƖƣШċŰĬШ?ĲƚŔŊŰЯњШΠЮ 
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the Bloodaxe Books archiveуa collection of edited manuscripts of contemporary poetry.121 

Through this work, they drew parallels between RtD and DHуnamely via their љshared 

methods, questions, and challengesЮњ122 These shared methods, argue Schofield et al. attempt 

љto find productive and experimental relationships between physical designs and the theories, 

discussion, and reflection that surround themЮњ123 In this sense, both RtD and DH are 

concerned with љthe role of made artefacts in generating and communicating knowledgeЮњ124 As 

Schofield et al. argue, however, practice-based research processesуthose that are љoften so 

much a part of both RtD and ?cњуљrequire more than an ћafter the buildќ reflection on finished 

designsЮњ125 Rather, to љcritically, theoretically, or philosophically say [something] about what 

we are doing when we make thingsЯњ we require methods that љmix reflection and buildingЮњ126  

 

The arguments of Schofield et al. can be situated within a discourse shaped by the work 

of social scientist Donald Schön, who, in his 1983 book The Reflective Practitioner: How 

Professionals Think in Action, stated that the moment someone љreflects-in-actionЯњ they 

љbecome a researcher in the practice contextЮњ127 For Schön, reflection-in-action is the unison 

of thinking and doing. This notion rejects the ůŸĬĲũШŸŉШћƣĲĦőŰŔĦċũШƖċƣŔŸŰċũŔƣǃќа a view of 

professional knowledge which considers professional activity as the rigorous application of 

scientific technique and theory to problem solving. Conversely, reflection-in-action considers 

the implicit, tacit љknowingњ in our љpatterns of action.њ128 This knowing that is љcomprised of 

criteria, procedures, judgments and previous experiencesњ can be seen in the љspontaneous, 

intuitive performance of the actions of everyday ũŔŉĲњ as well as the professional processes of 

the practitioner.129 Thus, reflection-in-action or knowing-in-action draws parallels with the 

notion of the foldуboth concepts consider the kinds of knowledge inherent to the individual, 

that can be drawn out and applied to a particular situation or context. For Schön, at times this 

knowing cannot be articulated in wordsуit is in the action itselfуwhilst other times the 

practitioner is able to consciously reflect on the action while they are preforming it, or after the 

 
121 ÉĦőŸŉŔĲũĬШĲƣШċũЮЯШљÅĲƚĲċƖĦőШƣőƖŸƨŊőШ?ĲƚŔŊŰШċŰĬШ?ŔŊŔƣċũШcƨůċŰŔƣŔĲƚШŔŰШÂƖċĦƣŔĦĲЯњШŔΝΜΤЮ 
122 Ibid., i103.  
123 Ibid., i104.  
124 Ibid. 
125 Ibid., i106. 
126 Ibid. 
127 Donald A. Schön, The Reflective Practitioner: How Professionals Think in Action (Taylor & Francis 
Group, 1994), 68, ProQuest Ebook Central.  
128 Ibid., 49. 
129  Linda Candy, The Creative Reflective Practitioner: Research Through Making and Practice (Taylor & 
Francis Group, 2019), 17, ProQuest Ebook Central.; Schön, The Reflective Practitioner, 49. 
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fact. Schön distinguishes these two processes as reflection-in-action and reflection-on-action. 

As Linda Candy explains: 

 

вШReflection-in-action is characterised as an intertwined and reflexive process of 

thinking about the 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 happened.130 

 

According to Schön, reflection is stimulated by surprise, wherein the unexpected result 

of an action can trigger the practitioner to reflect љback on action and on the knowing which is 

implicit in actionЮњ131 As Candy argues, it is the actioners љability to reflect on what is there and 

to test out what he or she already knows against the new phenomenonњ that љmarks out the 

truly effective practitionerЮњ132 The reflection process may be rapid or drawn out over time, 

љdepending on the pace of activity and the situational boundaries that are characteristic of the 

practice.њ133 In turn, the љproduction of a satisfactory ůŸƻĲњ in response to љthe new 

ƓőĲŰŸůĲŰŸŰњ by the practitioner љbrings reflection temporarily to a closeЮњ134  

 

In this research project, fШƨƚĲШÉĦőƁŰќƚШŰŸƣŔŸŰs of reflection-in-practice and refection-on-

practice as methods for creating and analysing the modelled data set, the design and build of 

the online exhibition, and this research project as a whole. I consider and reflect on my tacit, 

implicit knowledgeуinformed by my experience in GLAM institutions, previous studies, and the 

research phase of this projectуwhile creating data and building the site. When unexpected 

situations for which there is љno ready-made responsĲњ arise, I am able to reflect and drawing 

on what I already know, in order ƣŸШљarrive at a better understanding of what to doЮњ135 In this 

process I draw on the theory and methods of Candy, who in turn builds on Schön, to examine 

the application of reflective practice within creative, digital and collaborative projects.  

 

 
130 Candy, The Creative Reflective Practitioner, 18. 
131 Schön, The Reflective Practitioner, 50. 
132 Candy, The Creative Reflective Practitioner, 19. 
133 Schön, The Reflective Practitioner, 62. 
134 Candy, The Creative Reflective Practitioner, 19. 
135 Ibid.  
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In her book, The Creative Reflective Practitioner: Research Through Making and Practice 

(2019), Candy begins by considering how љthought becomes reflectionЮњ136 Drawing on the 

arguments philosopher John Dewey presents in How We Think (1910), Candy states that the 

ƽŸƖĬШћƖĲŉũĲĦƣŔŸŰќШŔƚШљconnected to thinking as a conscious cognitive processЮњ137 This process 

consists of љworking through chains of events or identifying the subtle threads that connect 

ĲƻĲŰƣƚШċŰĬШĲǂƓĲƖŔĲŰĦĲƚШŔŰШċШƽċǃШƣőċƣШƚĲĲůƚШƣŸШћůċťĲШsenseќЮњ138 In this way, reflection draws 

parallels with the conscious act of creating a modelled data web of meaning with the guidance 

of an events-based ontology, where both acts involve linking events as a form of meaning-

making. Thus, creating modelled instances of events is an example of meta reflection-in-action: 

one connects events as a form of practice and reflects on that practice by connecting events. 

Candy goes on to explain that љteasing out links that relate ideasњ can also be a self-critical 

process as it љsuggests a sense of judging or appraising those relationshipsЮњ139 Thus, the 

practitioner reflects to make sense of a domain and evaluate their contribution to it. I adopted 

this approach to reflection throughout this research project as I continuously reflected on my 

knowledge of the Emmerson Collection, Linked Data and exhibition-making, as well as how this 

knowledge could address a gap in research and practice.  

 

The many elements that required reflection in this research project are symptomatic of 

its interdisciplinary and collaborative nature. This is further complicated by the fact that this 

ƓƖŸŢĲĦƣШĲůƓũŸǃƚШĬŔŊŔƣċũШƣĲĦőŰŸũŸŊǃШċƚШĤŸƣőШċШƣŸŸũШƣŸШůŸĬĲũШċŰĬШĦƖĲċƣĲШxŔŰťĲĬШ?ċƣċШċŰĬШљċШ

ůĲĬŔƨůШƣőċƣШĬĲŉŔŰĲƚШƣőĲШƻĲƖǃШŰċƣƨƖĲњШŸŉШƣőĲШŉŔŰċũШƽŸƖťуthe online exhibition.140 As such, the 

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. 

ƚШ9ċŰĬǃШŔŰĬŔĦċƣĲƚЯШљƽőċƣШĤĲŊŔŰƚШċƚШƨƚŔŰŊШċШnew tool to make an artefact eventually develops 

into something more compelling, as the full potential of computational processes becomes 

ĦũĲċƖĲƖЮњ141 Building on this, I also consider the limitation of the technology I use, how I have 

adapted it, and how these limitations affect the outcome of my practice.   

 

 Building on the work of Schön, Candy considers reflective practice in the context of 

љƓƖŔƻċƣĲШċŰĬШƚőċƖĲĬШƖĲƚĲċƖĦőШƓƖċĦƣŔĦĲƚЯњШƽőŔĦőШƚőĲШĬŔƚƣŔŰŊƨŔƚőĲƚШċƚШљƓĲƖƚŸŰċũШŸƖШŉŸƖůċũШ

 
136 Ibid., 16. 
137 Ibid., 17. 
138 Ibid. 
139 Ibid.   
140 Candy, The Creative Reflective Practitioner, 203. 
141 Ibid., 258.  
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ƖĲƚĲċƖĦőЮњ142 ÖƚŔŰŊШ9ċŰĬǃќƚШĦƖŔƣĲƖŔċЯШfШĦũċƚƚŔŉǃШůǃШƓƖċĦƣŔĦĲШċƚШƚőċƖĲĬаШůǃШŔŰƣĲŰƣŔŸŰШŔƚШƣőċƣШŔƣШƽŔũũШ

љőċƻĲШƖĲũĲƻċŰĦĲШƣŸШƣőĲШƽŸƖťШŸŉШŸƣőĲƖШƓƖċĦƣŔƣŔŸŰĲƖƚЯњШċŰĬШĦŸŰƣƖŔĤƨƣĲШƣŸШċШťŰŸƽũĲĬŊĲШŊċƓШŔŰШĬŔŊŔƣċũШ

exhibition-making.143 fШĬƖċƽШƨƓŸŰШĲǂŔƚƣŔŰŊШůĲƣőŸĬƚШċŰĬШůĲƣőŸĬŸũŸŊŔĲƚШƣŸШĬĲƻĲũŸƓШċШљŉŸƖůċũШ

ƓƖŸĦĲƚƚШŸŉШƚǃƚƣĲůċƣŔĦШĲǂƓũŸƖċƣŔŸŰњШƽőŔĦőЯШљƨŰũŔťĲШƣőĲШŸƨƣĦŸůĲƚШŸŉШƓĲƖƚŸŰċũШƖĲƚĲċƖĦőЯњШfШŸƓĲŰШ

to scrutiny and evaluation.144 Furthermore, in borrowing from Candy, I situate my research 

project within the field of research-through-ƓƖċĦƣŔĦĲЯШƽőŔĦőШƚőĲШĬĲŉŔŰĲƚШċƚШљŸƖŔŊŔŰċũШ

investigations undertaken in order to gain new knowledge partly by means of practice and 

through the outcomes ŸŉШƣőċƣШƓƖċĦƣŔĦĲЮњ145 Based on this definition, my research project aligns 

with the objectives and processes of research-through-design: it is an original investigation into 

a methodology for online exhibition-making, with its contribution to knowledge being partly 

informed by the 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 practice-ĤċƚĲĬШƖĲƚĲċƖĦőШĦċŰШĤĲШљċƓƓũŔĦċĤũĲШƣŸШƣőĲШindividual 

practitioner [or], when undertaken in a more formal way, extends to generating original 

concepts and insights that contribute to a body of new practice-ƖĲũċƣĲĬШťŰŸƽũĲĬŊĲЮњ146 

ÅĲŊċƖĬŔŰŊШƣőĲШũċƣƣĲƖЯШ9ċŰĬǃШƚƣċƣĲƚШƣőċƣШљƣőŔƚШŔƚШƨŰĬĲƖƓŔŰŰĲĬШĤǃШƓƖċĦƣŔƣŔŸŰĲƖШĬŸĦƨůĲŰƣċƣŔŸŰШŸŉШ

the process of making artefacts, their creative intentions and goals and the results of 

experimentation with new forms and materials available in published articlĲƚЮњ147 The 

interdisciplinary nature of practice-ĤċƚĲĬШƖĲƚĲċƖĦőШőċƚШũĲĬШƣŸШљċШůŸƖĲШŉũĲǂŔĤũĲШċƣƣŔƣƨĬĲШƣŸШƨƚŔŰŊШ

ƣőĲШƖŔĦőШƚƣŸƖĲШŸŉШĲǂŔƚƣŔŰŊШůĲƣőŸĬŸũŸŊŔĲƚШŔŰШŸƣőĲƖШŉŔĲũĬƚЮњ148 ŊċŔŰЯШĤċƚĲĬШŸŰШ9ċŰĬǃќƚШĬĲƚĦƖŔƓƣŔŸŰШ

of shared practice-based research, I situate this research project within this distinct field. As 

this chapter has described, I borrow methodologies from other fields to address a knowledge 

gap in online exhibition-making, the process and result of which I document in reflective diary 

entries that inform my formal documentation of the project (this exegesis, conference 

presentations, and journal articles).149  

 
142 Ibid., 234. 
143 Ibid. 236. 
144 Ibid.  
145 Ibid., 237. 
146 Candy, The Creative Reflective Practitioner, 237. 
147 Ibid. 235. 
148 Ibid. 240. 
149 See, for example, Julia Rodwell and Anna WelchЯШљAura and Access: Toward a New Methodology for 
Book Exhibitions in the Digital RealmЯњ Antipodes 35, no. 1 (2021): 189т215, 
https://doi.org/10.2307/48795434.; and Julia Rodwell and Mitchell Whitelaw, љFrom Inception to 
Interface: Ontologies, Data Modelling, and Linked Data for Online Exhibition-~ċťŔŰŊЯњШParergon 41, no. 2 
(2024): 161т187, 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 

ĲƻċũƨċƣŔŸŰШŸŉШůǃШƓƖŸŢĲĦƣЯШĬŸĦƨůĲŰƣċƣŔŸŰШċũƚŸШůċťĲƚШůǃШƓƖŸĦĲƚƚĲƚШљůŸƖĲШƣƖċŰƚƓċƖĲŰƣШяċŰĬѐШ

ƚőċƖċĤũĲњШƽŔƣőШƣőĲШTransforming the Early Modern Archive research team.150 Communicating my 

reflections with the team through this project has been essential to my reflective practice. As 

9ċŰĬǃШŰŸƣĲƚЯШљĦŸũũċĤŸƖċƣŔƻĲШƽŸƖťŔŰŊШĲŰċĤũĲƚШŊƖĲċƣĲƖШƖĲŉũĲĦƣŔŸŰШĤĲĦċƨƚĲШƣőĲШƚőċƖĲĬШċĦƣŔƻŔƣǃШ

ŔŰƻŔƣĲƚШĦŸůůƨŰŔĦċƣŔŸŰЮњ151 This dialogue with the team ensures that my ideas are articulated in 

ċШƽċǃШƣőċƣШљĦŸŰƣƖŔĤƨƣĲƚШƣŸШƚőċƖĲĬШƨŰĬĲƖƚƣċŰĬŔŰŊЮњ152 Feedback from the team can challenge 

љċŰǃШƽŸƖťŔŰŊШċƚƚƨůƓƣŔŸŰƚШƣőċƣШőċƻĲШĤĲĲŰШƖĲũĲƻċŰƣШƣŸШƣőĲШůċťŔŰŊШŸŉШƣőĲШƽŸƖťЯњШƽőŔĦőЯШċĦĦŸƖĬŔŰŊШ

to Candy, is essential to the evaluation component of reflective practice.153 Candy argues that 

evaluation, together with practice and theory, make up the trajectory models of practice and 

ƖĲƚĲċƖĦőШŉŸƖШůŸƚƣШƓƖċĦƣŔƣŔŸŰĲƖШƖĲƚĲċƖĦőĲƖƚЮШÉőĲШŰŸƣĲƚШƣőċƣЯШƖĲŊċƖĬũĲƚƚШŸŉШƽőĲƣőĲƖШљƓƖċĦƣŔĦĲШ

ĬƖŔƻĲƚШƣőĲШĬĲƻĲũŸƓůĲŰƣШŸŉШƣőĲŸƖǃњШŸƖШљƣőĲŸƖĲƣŔĦċũШťŰŸwledge [is] used to shape the evaluation 

ƓƖŸĦĲƚƚШċŰĬШƣőĲШĦƖĲċƣŔŸŰШŸŉШƽŸƖťƚЯњШƣőĲШљŔŰƣĲƖƓũċǃШĤĲƣƽĲĲŰШƓƖċĦƣŔĦĲЯШƣőĲŸƖǃШċŰĬШĲƻċũƨċƣŔŸŰШ

[involves] many iterations and much interaction between the elements as the creative process 

[drives] a continuous process oŉШĦőċŰŊĲЮњ154 Indeed, designing and making digital works is 

characterised by iteration, with each iteration requiring reflection and evaluation. Therefore, 

iterative work presents an opportunity for collaboration, where each iteration can produce 

љƣċŰŊŔĤũĲШŸƨƣĦŸůĲƚШƣőċƣШŊĲŰĲƖċƣĲШůŸƖĲШůĲĦőċŰŔƚůƚШŉŸƖШƚőċƖĲĬШƖĲŉũĲĦƣŔŸŰЮњ155 Candy further 

ċƖŊƨĲƚШŉŸƖШƣőĲШƖĲũĲƻċŰĦĲШŸŉШƚőċƖĲĬШƖĲŉũĲĦƣŔŸŰШŉŸƖШĬŔŊŔƣċũШƽŸƖťƚШƣőċƣШљŰĲĲĬШƣŸШĤĲШƣĲƚƣĲĬШċŰĬШ

ĲƻċũƨċƣĲĬШĤǃШƓƖċĦƣŔƣŔŸŰĲƖƚШŉƖŸůШĬŔŉŉĲƖĲŰƣШĦŸŰƣƖŔĤƨƣŔŰŊШĬŔƚĦŔƓũŔŰĲƚЮњ156 ÑőƨƚЯШĤƨŔũĬŔŰŊШŸŰШ9ċŰĬǃќƚШ

arguments, I 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 the Transforming the Early Modern Archive research 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 communication. Through 

 
150 Candy, The Creative Reflective Practitioner, 241. 
151 Ibid., 257. 
152 Ibid.  
153 Ibid., 246.  
154 Candy, The Creative Reflective Practitioner, 246. 
155 Ibid., 257. 
156 Ibid., 254. 
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ƣőĲШƓƖŸĦĲƚƚШŸŉШƨƚŔŰŊШƣőĲƚĲШůĲƣőŸĬƚЯШċŰĬШƣőĲШћƓƖŸĬƨĦƣƚќШƣőĲǃШőċƻĲШĦƖĲċƣĲĬЯШfШőċƻĲШƚƨƓƓŸƖƣĲĬШ

interpretation of the Emmerson Collection by providing access to contextually rich data 

associated with the collection that can be explored in a unique and meaningful way. In doing 

so, I have been guided by connected yet distinct disciplinary positions: digital humanities, 

philosophy, curation, and research through design. I have accounted for these positions and 

where they overlap in the above text by modelling them to the NeDiMAH Methods Ontology. This 

exercise has brought these disciplines into conversation in an attempt to build an overarching 

methodology for online exhibition-makingЯШĲĦőŸŔŰŊШ?ƨŰŰШċŰĬШÉĦőƨƚƣĲƖќƚШĬĲƚĦƖŔƓƣŔŸŰШŸŉ the 

digital humanities as љŊƖŸƨŰĬĲĬШŔŰШŰĲŊŸƣŔċƣŔŸŰуbut not necessarily the reconciliationуof very 

ĬŔŉŉĲƖĲŰƣШƚǃŰƣċĦƣŔĦċũШċŰĬШƚĲůċŰƣŔĦШƚĦőĲůĲƚШŉŸƖШƓƖŸĬƨĦŔŰŊШƖĲƚĲċƖĦőЮњ157 The remainder of this 

exegesis outlines the process of implementing these methods in the development of Beyond 

the Book.   

 

 

 

 

 

 

 

 

 

 

 

 
157 ?ƨŰŰШċŰĬШÉĦőƨƚƣĲƖЯШљÅĲƚĲċƖĦőШůĲƣőŸĬƚШŔŰШƣőĲШĬŔŊŔƣċũШőƨůċŰŔƣŔĲƚЯњШΟЮ 
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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 I have used information contained in the State Library Victoria 

(SLV) catalogue records as a foundation from which I have created contextual webs of meaning 

for the Emmerson Collection. I provide a rationale for choosing the CIDOC CRM as the ontology 

to which I modelled this data and account for the challenges I 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 Collection.1 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 turn, 244 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(l) captures the copyright status of a title 

(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 (Title Statement), 245b (Remainder of Title), 

245c (Statement of responsibility, etc.), and the 6XX (Subject Access fields). Whitelaw 

ĲǂƣƖċĦƣĲĬШƣőĲШĬċƣċШĦŸŰƣċŔŰĲĬШŔŰШƣőĲƚĲШŉŔĲũĬƚШƣŸШĦƖĲċƣĲШċŰШŔŰƣĲƖŉċĦĲШŸŉШћEůůĲƖƚŸŰШŉċĦĲƣƚќЮШÑőŔƚШ

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. The team commented on how clearly the collection is 

ŉŸĦƨƚĲĬШŸŰШƣőĲШEŰŊũŔƚőШ9ŔƻŔũШìċƖШċŰĬШuŔŰŊШ9őċƖũĲƚШfќƚШĦĲŰƣƖċũŔƣǃШƣŸШŔƣу9őċƖũĲƚќƚШŰċůĲШ

ĬŸůŔŰċƣĲƚШƣőĲШћƓĲƖƚŸŰќШŉċĦĲƣШċŰĬШŔƚШƣőĲШůŸƚƣШfrequently occurring name in the subject data. He 

is the fourth most frequent author in the collection and the Eikon Basilikeщthe spiritual 

 
1 MARC (Machine-Readable Cataloguing) is a standardised format for encoding bibliographic and related 
information so that it can be read, interpreted, and shared by library computer systems. 
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autobiography attributed to the Kingуis the fifth most numerous title. While the team was 

ċũƖĲċĬǃШċƽċƖĲШŸŉШƣőĲШĦŸũũĲĦƣŔŸŰќƚШŉŸĦƨƚШŸŰШƣőĲШ9ŔƻŔũШìċƖЯШƣőƖŸƨŊőШƣőŔƚШĲǂĲƖĦŔƚĲШŔƣШĤĲĦċůĲШĦũĲċƖШ

that the exhibition should showcase and explain Charles and the Civil War as well as the 

journey through time and space of certain books. As such, I determined that the records for the 

Eikon Basilike would be the most logical choice to begin to model to the CIDOC CRM. Further 

through discussions with the team, I was identified other key items for test modellingщ

beginning with the information available via their catalogue records with a view to expanding 

contextual webs of meaning.  

 

 
Figure 17. Detail of the spreadsheet containing the MARC data for all Emmerson Collection items at SLV. 

Note the fields: 100a (Personal Name), 245a (Title Statement), 245b (Remainder of Title), 245c 

(Statement of responsibility, etc.), as well as the redundant fields. 

 

 

Figure 18ЮШÉĦƖĲĲŰƚőŸƣШŸŉШìőŔƣĲũċƽќƚШћŉċĦĲƣƚќШŔŰƣĲƖŉċĦĲШĤċƚĲĬШŸŰШƣőĲШEmmerson Collection MARC data. 

Note the relevance of ћ9őċƖũĲƚШuŔŰŊШŸŉШEŰŊũand, 1600тΝΣΠΦќШto the collection.   
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ÑŸШĤĲŊŔŰШƣŸШƖĲŔůċŊŔŰĲШƣőĲШEůůĲƖƚŸŰШ9ŸũũĲĦƣŔŸŰШċƚШxŔŰťĲĬШ?ċƣċЯШfШőĲĲĬĲĬШsŸŰĲƚќƚШĦċũũШƣŸШ

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 was formatted.2 As 

mentioned, contextual information is often listed in the free-text 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 bibliographic titles (i.e., texts) rather than the 

items or objects that carry these texts. For instance, there are two copies of Historical 

Memoires of the Life and Death of that Wise and Valiant Prince, Rupert, Prince Palatine of the 

Rhine in the SLV collection, yet they fall under one title record for the edition to which they both 

ĤĲũŸŰŊЮШ ĦĦŸƖĬŔŰŊШƣŸШƣőĲШŰŸƣĲƚШŉŔĲũĬШŉŸƖШƣőŔƚШƖĲĦŸƖĬШы~ Å9ШŉŔĲũĬШΡΦΜьЯШsŸőŰШEůůĲƖƚŸŰќƚШĦŸƓǃШ

was once owned by the prominent author, gardener and book collector John Evelyn (1620т

1706), ƽőŔũĲШƣőĲШƚĲĦŸŰĬШĦŸƓǃШƽċƚШŸƽŰĲĬШĤǃШEůůĲƖƚŸŰќƚШĤŸŸťШĦŸũũĲĦƣŔŰŊШůĲŰƣŸƖЯШ7ĲŰƣШsƨĲũ-

Jensen (1922т2006). While the overall record lists Evelyn as a former owner, (see fig. 19), as just 

outlined, this is not entirely accurate: he is the former owner of one copy. Through the ontology 

FRBRoo, which I discuss further below, this could be made explicit: the text for the 1683 edition 

of Historical Memoires would be considered a Self-Contained Expression (F22)уthat is carried 

by (P128)уRAREEMM 2015/37 (F5 Item) andуcarried by (P128)уRAREEMM 116/18 (Item F5). 

In turn, RAREEMM 2015/37 (Item F5)уhas former or current owner (P51)уBent Juel-Jensen 

(E21 Person) while RAREEMM 116/18 (F5 Item)уhas former or current owner (P51)уJohn 

Evelyn (E21 Person).  

 

 
2 Jones, Artefacts, Archives, and Documentation, 6. 
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Figure 19. Detail of title record for Historical Memoires of the Life and Death of that Wise and Valiant 

Prince, Rupert, Prince Palatine of the Rhine, SLV catalogue.Note 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 revealed that Evelyn was 

a Royalist who lived during the same time as Prince Rupert. Not only that but the two men were 

ƽĲũũШċĦƕƨċŔŰƣĲĬЯШċŰĬШƣőĲŔƖШůĲĲƣŔŰŊƚШċƖĲШƖĲĦŸƨŰƣĲĬШŔŰШEƻĲũǃŰќƚШŉċůŸƨƚШĬŔċƖǃЮШìőŔũĲШŰŸŰĲШŸŉШƣőŔƚШ

information is captured in the notes field, nonetheless the MARC records formed the 

foundation on which I began to build what Jones terms ћƽĲĤƚШŸŉШůĲċŰŔŰŊќЮ3  

   

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 status 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 exhibition-making. Furthermore, the target of the CIDOC CRM 

ĦŸůƓũĲůĲŰƣĲĬШƣőĲШƓƖŸŢĲĦƣШƣĲċůќƚШŔŰƣĲƖĲƚƣШŔŰШƣőĲШĤŸŸťШċƚШŸĤŢĲĦƣЯШƖċƣőĲƖШƣőċŰШċƚШĦċƖƖŔĲƖШŸŉШċШƣĲǂƣЮШ

fŰĬĲĲĬЯШĬĲƚƓŔƣĲШċŔůŔŰŊШƣŸШљƓƖŸůŸƣĲШċШƚőċƖĲĬШƨŰĬĲƖƚƣċŰĬŔŰŊШŸŉШĦƨũƣƨƖċũШőĲƖŔƣċŊĲШŔŰŉŸƖůċƣŔŸŰЯњШ

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.4 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-

ŸƖŔĲŰƣĲĬШůŸĬĲũЯШљĦċƓƣƨƖĲƚШċŰĬШƖĲƓƖĲƚĲŰƣƚШƣőĲШƨŰĬĲƖũǃŔŰŊШƚĲůċŰƣŔĦƚШŸŉШĤŔĤũŔŸŊƖċƓőŔĦШ

ŔŰŉŸƖůċƣŔŸŰЮњ5 It builds on the FRBR (Functional Requirements for Bibliographic Records) 

model, which was developed by the International Federation of Library Associations and 

fŰƚƣŔƣƨƣŔŸŰƚШыf[x ьШċƚШċШƖĲĦŸůůĲŰĬċƣŔŸŰШљƣŸШƖĲƚƣƖƨĦƣƨƖĲШĦċƣċũŸŊШĬċƣċĤċƚĲƚШƣŸШƖĲŉũĲĦƣШƣőĲШ

concepƣƨċũШƚƣƖƨĦƣƨƖĲШŸŉШŔŰŉŸƖůċƣŔŸŰШƖĲƚŸƨƖĦĲƚЮњ6 FRBRoo harmonises FRBR with the CIDOC 

9Å~ШƣŸШŉċĦŔũŔƣċƣĲШљƣőĲШŔŰƣĲŊƖċƣŔŸŰЯШůĲĬŔċƣŔŸŰЯШċŰĬШŔŰƣĲƖĦőċŰŊĲШŸŉШĤŔĤũŔŸŊƖċƓőŔĦШċŰĬШůƨƚĲƨůШ

ŔŰŉŸƖůċƣŔŸŰЮњ7 The CIDOC CRM 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 

of ouƖШůŸĬĲũũĲĬШŔŰƚƣċŰĦĲƚЮШ[ŸƖШĲǂċůƓũĲЯШƽĲШĦċƓƣƨƖĲĬШћÑőĲШƓƨĤũŔĦċƣŔŸŰШŸŉШƣőĲШŰĲƽƚĤŸŸťШ

Mercurius BritanicusќШċƚШċŰШћ[ΟΜШÂƨĤũŔĦċƣŔŸŰШEƻĲŰƣќШƖċƣőĲƖШƣőċŰШċШůŸƖĲШŊĲŰĲƖċũШћEΣΡШ9ƖĲċƣŔŸŰШ

EƻĲŰƣќЮ8 However, we also found that oftentimes the FRBRoo classes were too specific and 

ƚƓĲĦŔċũŔƚĲĬШŉŸƖШŸƨƖШƓƨƖƓŸƚĲƚЮШ[ŸƖШŔŰƚƣċŰĦĲЯШћ[ΡШfƣĲůќШŔƚШċШƚƨĤĦũċƚƚШŸŉШ9f?§9Ш9Å~ќƚШћcƨůċŰ-

ůċĬĲШ§ĤŢĲĦƣќШċŰĬШŔŰĦũƨĬĲƚШљƓőǃƚŔĦċũШŸĤŢĲĦƣƚШыƓƖŔŰƣĲĬШĤŸŸťƚЯШƚĦŸƖĲƚЯШ9?ƚЯШ?é?ƚЯШ9?Å§~É, 

etc.) that carry a F24 Publication Expression and were produced by an industrial process 

ŔŰƻŸũƻŔŰŊШċŰШ[ΟШ~ċŰŔŉĲƚƣċƣŔŸŰШÂƖŸĬƨĦƣШÑǃƓĲЮњ9 Thus, in this instance, books are relevant for what 

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.  

 
4 љcŸůĲШ҇Ш9f?§9Ш9Å~Яњ International Committee for Documentation, accessed June 15, 2025, 
https://www.cidoc -crm.org. 
5 International Working Group on FRBR and CIDOC CRM Harmonisation, Definition of FRBROO: A 
Conceptual Model for Bibliographic Information in Object-Oriented 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.   
6 љ§9x9ШÅĲƚĲċƖĦőШ ĦƣŔƻŔƣŔĲƚШċŰĬШf[x ќƚШ[ƨŰĦƣŔŸŰċũШÅĲƕƨŔƖĲůĲŰƣƚШŉŸƖШ7ŔĤũŔŸŊƖċƓőŔĦШÅĲĦŸƖĬƚЯњ OCLC, 
accessed July 25, 2025, https://www.oclc.org/research/activities/frbr.html .  
7 International Working Group on FRBR and CIDOC CRM Harmonisation, Definition of FRBROO, 10.  
8 ÉĲĲШÅŸĬƽĲũũШĲƣШċũЮЯШљ7ĲǃŸŰĬШƣőĲШ7ŸŸťЯњШőƣƣƓƚаооĤĲǃŸŰĬƣőĲĤŸŸťЮƚũƻЮƻŔĦЮŊŸƻЮċƨоŔŰĬĲǂоŔƣĲůƚоƣőĲ-
publication-of-the-newsbook-mercurius-britanicus.  
9 Ibid., 48. 

https://www.ifla.org/wp-content/uploads/2019/05/assets/cataloguing/FRBRoo/frbroo_v_2.4.pdf
https://www.ifla.org/wp-content/uploads/2019/05/assets/cataloguing/FRBRoo/frbroo_v_2.4.pdf
https://www.oclc.org/research/activities/frbr.html
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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 represĲŰƣЮШ[ŸƖШŔŰƚƣċŰĦĲЯШƣőĲШĦũċƚƚШEΟΦШћ ĦƣŸƖќШƖĲƓƖĲƚĲŰƣƚШ

ŔŰĬŔƻŔĬƨċũƚШŸƖШŊƖŸƨƓƚЯШċŰĬШƣőĲШƓƖŸƓĲƖƣǃШћÂΝΝШőċĬШƓċƖƣŔĦŔƓċŰƣШыƓċƖƣŔĦŔƓċƣĲĬШŔŰьќШĬĲƚĦƖŔĤĲƚШƣőĲШ

ћċĦƣŔƻĲШŸƖШƓċƚƚŔƻĲШƓċƖƣŔĦŔƓċƣŔŸŰШŸŉШŔŰƚƣċŰĦĲƚШŸŉШEΟΦШ ĦƣŸƖƚШŔŰШċŰШŔŰƚƣċŰĦĲШŸŉШEΡШEƻĲŰƣЮќ10 Hence, 

we can say that:   

  

Ý King Charles I (E39 Actor)уparticipated in (P11)уThe execution of Charles I (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 Personуof which only individuals can belongуand E5 Event is the 

superclass of E7 Activity, which provide more granularity for certain events by defining these 

ŔŰƚƣċŰĦĲƚШċƚШћċĦƣŔŸŰƚШŔŰƣĲŰƣŔŸŰċũũǃШĦċƖƖŔĲĬШŸƨƣШĤǃШŔŰƚƣċŰĦĲƚШŸŉШEΟΦШ ĦƣŸƖќШыƚĲĲШŉŔŊЮШ20).11 Sub-

ƓƖŸƓĲƖƣŔĲƚШċũƚŸШƓƖŸƻŔĬĲШůŸƖĲШŊƖċŰƨũċƖŔƣǃаШћĦċƖƖŔĲĬШŸƨƣШĤǃШыÂΝΠьќШŔƚШċШƚƨĤ-ƓƖŸƓĲƖƣǃШŸŉШћƓċƖƣŔĦŔƓċƣĲĬШ

ŔŰШыÂΝΝьќШċŰĬШĦŸƻĲƖƚШƣőĲШћċĦƣŔƻĲШƓċƖƣŔĦŔƓċƣŔŸŰШŸŉШċŰШŔŰƚƣċŰĦĲШŸŉШEΟΦШ ĦƣŸƖШŔŰШċŰШŔŰƚƣċŰĦĲШŸŉШEΤШ

ĦƣŔƻŔƣǃќЮ12  

 

 
10 ICOM/CIDOC Documentation Standards Group / CIDOC CRM Special Interest Group, Definition of the 
CIDOC Conceptual Reference Model (International Council of Museums, 2015), 6.2.1: 48, https://cidoc -
crm.org/sites/default/files/cidoc_crm_version_6.2.1.pdf .  
11 Ibid., 6. 
12 Ibid., 50. 

https://cidoc-crm.org/sites/default/files/cidoc_crm_version_6.2.1.pdf
https://cidoc-crm.org/sites/default/files/cidoc_crm_version_6.2.1.pdf
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Figure 20. Visual representation of the CIDOC CRM class hierarchies 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 

ŸŰƣŸũŸŊǃШƚƨĦőШċƚШƣőĲШ9f?§9Ш9Å~ШŔƚШĦċƣĲŊŸƖŔƚŔŰŊШŸŰĲќƚШťŰŸƽũĲĬŊĲШċĦĦŸƖĬŔŰŊШƣŸШƣőĲШĦũċƚƚĲƚШċŰĬШ

properties of the ontology. Capturing the physicality and materiality of rare books is particularly 

complex, due to their various components. For example, copies in the Emmerson Collection of 

the Eikon Basilikeуthe purported spiritual memoir of King Charles I which was published 

immediately after his executionуĦċƖƖǃШìŔũũŔċůШ~ċƖƚőċũũќs famous emblematic frontispiece 

depicting King Charles I the night before his execution. These frontispieces are entities of 

interest in themselves and do not occur in every copy of the Eikon Basilike. To trace and link the 

frontispieces using the CIDOC CRM, one must differentiate them from the books they are 

ĦċƖƖŔĲĬШĤǃЮШìőŔũĲШƣőĲШĤŸŸťШŔƚШċŰШћEΝΦШÂőǃƚŔĦċũШ§ĤŢĲĦƣќЯШŔƣШŔƚШċũƚŸШċŰШћEΞΞШcƨůċŰ-~ċĬĲШ§ĤŢĲĦƣќЮШ

While the same can arguably be said for the frontispiece, we were less interested in the 

materiality of the frontispieceуthe paper that it is composed ofуand more interested in it as 

an image. Thus, in addition to creating an instance for the frontispiece as a physical object, we 

also needed to create one ŉŸƖШŔƣШċƚШċŰШћEΞΥШ9ŸŰĦĲƓƣƨċũШ§ĤŢĲĦƣќЯШƚƓĲĦŔŉŔĦċũũǃШċŰШћEΟΣШéŔƚƨċũШfƣĲůќЮШ

This process allows us to link one iteration of the visual item to another via the below 

statements:  

   

Ý RAREEMM 115/27 (E22 Human-Made Object)уcarries (P128)уFrontispiece by 

William Marshall depicting King Charles I before his execution (E36 Visual Item)  

Ý Frontispiece by William Marshall depicting King Charles I before his execution (E36 

Visual Item)уis carried by (P128)уRAREEMM 115/2 (E22 Human-Made 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 

queried to reveal more structured results than keyword searches. For example, one may search 

ŉŸƖШћċũũШĦŸƓŔĲƚШŸŉШƣőĲШEikon Basilike ƣőċƣШĦċƖƖǃШƣőĲШŉƖŸŰƣŔƚƓŔĲĦĲќЯШŸƖШћċũũШĦŸƓŔĲƚШŸŉШƣőĲШEikon Basilike 

ƓƨĤũŔƚőĲĬШŔŰШΝΣΠΦШƣőċƣШĦċƖƖǃШƣőĲШŉƖŸŰƣŔƚƓŔĲĦĲќЮШ ƚШƚƨĦőЯШxŔŰťĲĬШ?ċƣċШĦċŰШƚƨƓƓŸƖƣШĤŔĤũŔŸŊƖċƓőŔĦШ

research, however this is contingent on the 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 language. However, there are different ways to refer to the 

text for Eikon Basilike, including: Eikon Basilike; Eikon Basilike: the portraicture of His Sacred 

Majestie in his solitudes and sufferings; Portrait 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), 

ŸŰШƣőĲШĦŸŰƣƖċƖǃШƣőĲǃШċƖĲШƨƚĲĬШƣŸШŔĬĲŰƣŔŉǃШћƣőŔŰŊƚќаШƓĲŸƓũĲЯШƓũċĦĲƚЯШŸĤŢĲĦƣЯШĲƻĲŰƣƚЯШƣĲǂƣЯШĲƣĦЮШ[ŸƖШ

this reason, they are a unique string of characters that do not change, and ideally point to a 

ůĲċŰƚШŸŉШƖĲƣƖŔĲƻŔŰŊШůŸƖĲШŔŰŉŸƖůċƣŔŸŰШċĤŸƨƣШƣőĲШћƣőŔŰŊќШƽőŔĦőШƣőĲǃШƖĲƓƖĲƚĲŰƣЮШÖÅfƚШĦċŰШĤĲШƣċťĲŰШ

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 

ĤĲĦŸůĲƚШĬŔƚĦŸŰŰĲĦƣĲĬШċŰĬШƨŰƚƣƖƨĦƣƨƖĲĬЮШfШĤƨŔũƣШŸŰШÉƣċƣĲШxŔĤƖċƖǃШéŔĦƣŸƖŔċќƚШƓƖĲ-existing 

curatorial work on the Emmerson Collectionуmostly in the form of exhibition labelsуusing 

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 

ÉxéќƚШċŰŰƨċũШĲǂőŔĤŔƣŔŸŰЯШWorld of the Book. The labels for this exhibition remain searchable on 

ƣőĲШxŔĤƖċƖǃќƚШƽĲĤƚŔƣĲЮШ[ŔŊЮШΞΝШŔƚШċŰШĲǂċůƓũĲШŸŉШċШũċĤĲũШŉƖŸůШƣőĲШĬŔƚƓũċǃШĦċƚĲШŸŉШĤŸŸťƚШƖĲũċƣĲĬШƣŸШ

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:  

 

Ý Elisabeth Stuart (E21 Person)уparticipated in (P11)уthe wedding of Elizbeth Stuart 

and Frederick V of the Palatinate (E7 Activity)   

Ý Elisabeth Stuart (E21 Person)уgave birth (P96)уPrince Rupert of the Rhine, 17 

December 1619 (E67 Birth)  
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Ý Prince Rupert of the Rhine, 17 December 1619 (E67 Birth)уbrought into existenceу

Prince Rupert (E21 Person)  

Ý Prince Rupert (Person E21)уperformed (P17)уPrince Rupert arriving in England in 

1642 (Activity)  

Ý Prince Rupert arriving in England in 1642 (E7 Activity)уhas time-span (P4)у 1642 

(E52 Time-Span)  

Ý 1642 (E52 Time-Span)уfalls within (P10)у1642т51 (E52 Time-Span)  

Ý 1642т51 (E52 Time-Span)уis time span of (P4)уthe English Civil War (E7 Activity)  

Ý The English Civil War (E7 Activity)уcontains (P10)уthe Battle of Brentford (E7 

Activity)  

Ý The Battle of Brentford (E7 Activity)уhad participant (P11)уPrince Rupert (E21 

Person)  

Ý The Battle of Brentford (E7 Activity)уmotivated (P7)уthe publication of A True and 

Perfect Relation of the Barbarous and Cruell Passages of the King's Army, at Old 

Brainceford (F30 Publication Event)  

Ý 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)у brought into 

existence (P92)уRAREEMM 513/37 (E22 Human-Made Object)   

 

  

Figure 21. Exhibition label for Historical Memoires of the Life and Death of that Wise and Valiant Prince, 

Rupert, Prince Palatine of the Rhine (RAREEMM 116/18) from the SLV exhibition World of the Book. 
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The wording used for these statements can be confusing; it may seem redundant to say 

ƣőċƣШƚŸůĲŸŰĲШŊċƻĲШĤŔƖƣőШċƚШƓċƖƣШŸŉШċШĤŔƖƣőЯШŸƖШŸĬĬШƣőċƣШċŰŸƣőĲƖШƓĲƖƚŸŰШћƓċƖƣŔĦŔƓċƣĲĬќШŔŰШċШĤċƣƣũĲЮШ

However, this example demonstrates how the meaning of entities and properties in the CIDOC 

CRM is captured in their scope notes, not their labels. For instance, as mentioned, the scope 

ŰŸƣĲШŉŸƖШƣőĲШƓƖŸƓĲƖƣǃШÂΝΝШыƓċƖƣŔĦŔƓċƣĲĬШŔŰьШƚƣċƣĲƚШƣőċƣШљÑőŔƚШƓƖŸƓĲƖƣǃШĬĲƚĦƖŔĤĲƚШƣőĲШċĦƣŔƻĲШŸƖШ

passive participation of instances of E39 Actors in an instance of E5 EventЮњ13 Thus, P11 is less 

ƚƓĲĦŔŉŔĦШƣőċŰШћÂΝΠШĦċƖƖŔĲĬШŸƨƣШĤǃШыƓĲƖŉŸƖůĲĬьќШĤƨƣШůŸƖĲШƚƓĲĦŔŉŔĦШƣőċŰШћÂΝΞШŸĦĦƨƖƖĲĬШŔŰШƣőĲШ

ƓƖĲƚĲŰĦĲШŸŉШыƽċƚШƓƖĲƚĲŰƣШċƣьќЯШċŰĬШŔƚШƣőĲƖĲŉŸƖĲШƣőĲШůŸƚƣШċĦĦƨƖċƣĲШƓƖŸƓĲƖƣǃШƣŸШĦċƓƣƨƖĲШÅƨƓĲƖƣќƚШ

involvement in the Battleуhe was neither the sole instigator, nor a passive observer.   

 

The above example also demonstrates the centrality of events to the CIDOC CRM. 

According to Martin Doerr and Athina Kritsotaki, event-centric documentation provides a more 

accurate representation of the life of an object than object-focused documentation, where 

ĬŸĦƨůĲŰƣċƣŔŸŰШŔƚШċŰШљŔŰƣĲƖƓƖĲƣċƣŔŸŰШŸŉШĦƨũƣƨƖċũШůċƣĲƖŔċũƚШŔŰШƖĲũċƣŔŸŰШƣŸШċШőŔƚƣŸƖŔĦċũШĦŸŰƣĲǂƣЯШ

ƽőŔĦőШĦċŰШĤĲШĬĲƚĦƖŔĤĲĬШŔŰШƣĲƖůƚШŸŉШĲƻĲŰƣƚШċŰĬШƓƖŸĦĲƚƚĲƚЮњ14 For instance, a library record may 

ũŔƚƣШƣőĲШǃĲċƖШΝΣΥΡШŉŸƖШÅŸĤĲƖƣШ[ŔũůĲƖќƚШPatriarcha, but this lacks context: 1685 may be the 

publication date of that edition of the book, but Filmer possibly began writing the text as early 

as 1620уhe died in 1653 and the first edition of Patriarcha was published in 1680, after the 

Restoration. We could trace each edition of Patriarcha using 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 general audience the 

ŔŰŉũƨĲŰĦĲШŸŉШĲƻĲŰƣƚШŸŰШċШĤŸŸťќƚШƓƖŸĬƨĦƣŔŸŰЯШċŰĬШŔƣƚШƚƨĤƚĲƕƨĲŰƣШŢŸƨƖŰĲǃШƣőƖŸƨŊőШƣŔůĲШċŰĬШ

space. This is key to our reasoning for choosing the CIDOC CRM on which to model our data, as 

ŔƣШċĤƚƣƖċĦƣƚШĲƻĲŰƣƚШċƚШљƣőŔŰŊƚЯШƓĲŸƓũĲШċŰĬШŔĬĲċƚШůĲĲƣŔŰŊШŔŰШƚƓace-ƣŔůĲЯњШƽőŔĦőШĦƖĲċƣĲƚШċШ

historical network.15 Thus, through the CIDOC CRM we can expand the dates associated with 

Patriarcha to begin to give them meaning:  

 

Ý Robert Filmer writing the text for Patriarcha (E7 Activity)уhas time span (P4)уc. 

1620т42 (E52 Time-Span)  

 
13 ICOM/CIDOC Documentation Standards Group / CIDOC CRM Special Interest Group, Definition of the 
CIDOC Conceptual Reference Model, 121. 
14 Doerr and Kritsotaki, љDocumenting Events in Metadata,њШhttps://cidoc -
crm.org/sites/default/files/Documenting%20Events%20in%20Metadata.pdf. 
15 Ibid.  
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Ý Robert Filmer writing the text for Patriarcha (E7 Activity)уcarried out by (P14)у

Robert Filmer (E21 Person)  

Ý Robert Filmer (E21 Person)уdied in (P100)уThe death of Robert Filmer (E69 Death)  

Ý The death of Robert Filmer (E69 Death)уhas time span (P4)у1653 (E52 Time-Span)  

Ý The death of Robert Filmer (E69 Death)уoccurs before (P120)уThe Restoration of 

the monarchy in England (E7 Activity)  

Ý The Restoration of the monarchy in England (E7 Activity)уhas time span (P4)у1660 

(E52 Time-Span)   

Ý The Restoration of the monarchy in England (E7 Activity)уinfluenced (P15)уThe 

publication of the first edition of Patriarcha (F30 Publication Event)  

Ý The publication of the first edition of Patriarcha (F30 Publication Event)уhas time 

span (P4)у1680 (E52 Time-Span)  

Ý The publication of the first edition of Patriarcha (F30 Publication Event)уoccurs 

after (P120)уThe death of Robert Filmer (E69 Death)  

 

By abstracting these events, and teasing out each interaction using the CIDOC CRM, one can 

ĦƖĲċƣĲШũŔůŔƣũĲƚƚШĦŸŰƣĲǂƣƨċũШћŰŸĬĲƚќШƣŸШƽőŔĦőШŸƣőĲƖШŰŸĬĲƚШĦċŰШĤĲШũŔŰťĲĬЮШ[ŸƖШĲǂċůƓũĲЯШĤǃШ

ċĤƚƣƖċĦƣŔŰŊШÂƖŔŰĦĲШÅƨƓĲƖƣќƚШĤŔƖƣőШŔŰƣŸШċŰШĲƻĲŰƣШƽŔƣőШċШƣŔůĲ-span, other entities can be linked to 

it: 

   

Ý The Birth of Prince Rupert (E67 Birth)уhas time span (P4)у1619 (E52 Time-Span)  

Ý 1619 (E52 Time-Span)уis time span of (P4)уthe election of Frederick V of the 

Palatinate as King of Bohemia (E7 Activity)  

Ý The election of Frederick V of the Palatinate as King of Bohemia (E7 Activity)уhad 

participant (P11)уFrederick V of the Palatinate (E21 Person)  

Ý Frederick V of the Palatinate (E21 Person)уparticipated in (P11)уthe marriage of 

Frederick V of the Palatinate and Elisabeth Stuart (E7 Activity)  

Ý The marriage of Frederick V of the Palatinate and Elisabeth Stuart (E7 Activity)уhad 

participant (P11)уElisabeth Stuart (E21 Person)  

Ý Elisabeth Stuart (E21 Person) тт gave birth (P96)уPrince Rupert of the Rhine, 17 

December 1619 (E67 Birth)  

Ý Frederick V of the Palatinate (E21 Person)уwas father for (P97)уPrince 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? The curatorial role of selection, outlined above, 

ĦŸůĲƚШŔŰƣŸШƓũċǃШőĲƖĲЯШċŰĬШEůůĲƖƚŸŰќƚШŸƽŰШĦŸũũĲĦƣŔŰŊШůĲƣőŸĬŸũŸŊǃШőċƚШƓƖŸƻŔĬĲĬШċШƨƚĲŉƨũШ

ŊƨŔĬŔŰŊШƓƖŔŰĦŔƓũĲЮШ ƚШċШĦŸũũĲĦƣŸƖЯШEůůĲƖƚŸŰШĬĲĦŔĬĲĬШƣŸШŉŸĦƨƚШŸŰШĤŸŸťƚШљƓƨĤũŔƚőĲĬШŸƖШвШ

republished in response to the great pŸũŔƣŔĦċũШĲƻĲŰƣƚШŸŉШƣőĲШƚĲƻĲŰƣĲĲŰƣőШĦĲŰƣƨƖǃЮњ16 With this in 

mind, I began exploratory modellingуthat 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 person in the ŰŸƣĲƚШŉŔĲũĬШŸƖШċŰШĲƻĲŰƣШŔŰШƣőĲШĤŸŸťќƚШ

title, this would inspire me to investigate further: How was John Evelyn related to Prince Rupert? 

cĲШŸƽŰĲĬШċШĦŸƓǃШŸŉШƣőĲШƓƖŔŰĦĲќƚШĤŔŸŊƖċƓőǃбШőċĬШƣőĲǃШĲƻĲƖШůĲƣеШ[ƖŸůШőĲƖĲЯШfШƽŸƨũĬШĦċƖƖǃШŸƨƣШ

more traditional curatorial research, in consulting primary sources and other collections. If we 

ĬŔƚĦŸƻĲƖĲĬШċШƖĲũĲƻċŰƣШĲƻĲŰƣЯШĤŸƣőШƣőĲШћůĲĲƣŔŰŊќШŔƣƚĲũŉШċŰĬШƣőĲШƚŸƨƖĦĲƚШƽőĲƖĲШŔƣШŔƚШůĲŰƣŔŸŰĲĬШ

were converted into structured data. For example, I found that : 

 

Ý Prince Rupert demonstrating Mezzotint to John Evelyn (E7 Activity)уis referred 

to    by (P67)уthe diary of John Evelyn (F22 Self-Contained Expression)  

   

As such, I wanted to create a trail of structured data to support my research 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 

I 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 

ŔŰĦũƨĬŔŰŊШƣőĲШ7ƖŔƣŔƚőШ~ƨƚĲƨůќƚШexhibition Late Hokusai and written about by team members of 

the project dedicated to its development.17 Indeed, ResearchSpace is the outcome of several 

distinctly  funded phases of development, which were љinitiated in response to a letter dated 25 

August 2009, addressed to the Directors of the London National Museums, by the Andrew W. 

~ĲũũŸŰШ[ŸƨŰĬċƣŔŸŰШƓƖŸƓŸƚŔŰŊШċШћÉőċƖĲĬШfŰŉƖċƚƣƖƨĦƣƨƖĲќЮњ18 As Dominic Oldman, Head of 

 
16 EůůĲƖƚŸŰЯШљÑőĲШEċƖũǃШEĬƨĦċƣŔŸŰШŸŉШċШ7ŸŸťШ9ŸũũĲĦƣŸƖЯњШΟΥΞЮ 
17 See for example, Dominic Oldman and Diana Tanase, љReshaping the Knowledge Graph 
ĤǃШ9ŸŰŰĲĦƣŔŰŊШÅĲƚĲċƖĦőĲƖƚЯШ?ċƣċШċŰĬШÂƖċĦƣŔĦĲƚШŔŰШÅĲƚĲċƖĦőÉƓċĦĲЯњШin In The Semantic Web - ISWC 
2018, ed. Denny éƖċŰĬĲĨŔħШĲƣ al. (Springer, 2018), https://doi.org/10.1007/978-3-030-00668-6_20.; and 
Stephanie Santschi, љMapping Late Hokusai Research: Digitizing and Publishing Bilingual Research 
DataЯњШDigital Studies 12, no.1 (2022), https://doi.org/10.16995/dscn.8079.  
18 љ§ƨƖШÉƣŸƖǃ,њШÅĲƚĲċƖĦőÉƓċĦĲ, accessed July 25, 2025, https://researchspace.org/history/ . 

https://doi.org/10.1007/978-3-030-00668-6_20.
https://doi.org/10.16995/dscn.8079
https://researchspace.org/history/
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ResearchSpace explains, the ŉŸƨŰĬċƣŔŸŰќƚ proposition was born from its љfrustration with, and 

interest in, digital humanities ƓƖŸŢĲĦƣƚњб the foundation had funded several digital projects led 

by universities and cultural heritage organisations that resulted in data repositories not easily 

reusable by others.19 These repositories used љtechnical infrastructures that employed different 

ŉċƻŸƨƖƚШŸŉШĬċƣċĤċƚĲШƣĲĦőŰŸũŸŊǃШƽőŔĦőШяЮЮѐШĬŔĬŰќƣШƓƖŸƻŔĬĲШƣőĲШŰĲĦĲƚƚċƖǃШƓƖŸƓĲƖƣŔĲƚШŉŸƖШƣőĲШ

sustainable forms of scholarly communication that the Mellon Foundation soughtЮњ20 

Furthermore, it became apparent to the foundation that, in terms of data models, the digital 

projects it had funded љeither slotted into a traditional catalogue publishing model and were 

more about digitisation, or employed processes too reliant on particular software and data 

models which were impossible to share and build uponЮљ21 Thus, as Oldman argues, the 

љResearchSpace project started life investigating one thing: the structure and form of data in 

digital environmentsЮњ22  

 

With this focus on data, the ResearchSpace project team envisioned that the system 

ƽŸƨũĬШљĦŸŰĦĲŰƣƖċƣĲШŸŰШƚĲƓċƖċƣŔŰŊШƣőĲШĬĲƓĲŰĬĲŰĦǃШĤĲƣƽĲĲŰШƚŸŉƣƽċƖĲШċŰĬШŔŰŉŸƖůċƣŔŸŰЯШƨƚŔŰŊШ

xŔŰťĲĬШ?ċƣċШċƚШċШƽċǃШŸŉШƖĲƓƖĲƚĲŰƣŔŰŊШċũũШƖĲũĲƻċŰƣШůĲċŰŔŰŊШċŰĬШũŸŊŔĦЮњ23 As opposed to 

ƣƖċĬŔƣŔŸŰċũШĬċƣċĤċƚĲƚЯШ§ũĬůċŰШĤĲũŔĲƻĲĬШƣőċƣШƚƨĦőШċШƚǃƚƣĲůШƽŸƨũĬШĦƖĲċƣĲШљŔŰƣĲũũĲĦƣƨċũШċŰĬШ

ƚĦőŸũċƖũǃШƚƨƚƣċŔŰċĤŔũŔƣǃњШƣŸШљċũũŸƽШƓƖŸŢĲĦƣƚШƽŔƣőШĬŔŉŉĲƖĲŰƣШċŔůƚШƣŸШƓƖŸƻŔĬĲШƻċŰƣċŊĲШƓŸŔŰƣƚЯШ

authored and presented in multiple ways but which were naturally compatible, not through 

ƚŸŉƣƽċƖĲШŸƖШƻŸĦċĤƨũċƖŔĲƚЯШĤƨƣШяƣőƖŸƨŊőѐШƣƖƨĲШŸŰƣŸũŸŊŔĲƚЮњ24 Thus, the objectives of the 

ResearchSpace systemуits focus on knowledge sharing through ontologies, and support for 

context-building through multiple (curatorial) perspectivesуreflected the themes of my 

research. It therefore seemed fitting that I further investigate its functionalities.   

 

ÅĲƚĲċƖĦőÉƓċĦĲќƚШťĲǃШŉĲċƣƨƖĲƚШċƖĲШuŰŸƽũĲĬŊĲШMaps, Semantic Narratives, and Image 

Graph Authoringуsemantic tools that can be used to љcreate, manipulate, analyse and 

visualise dataЮњ25 Knowledge Maps are a canvas for visualising and semantically enriching 

 
19 Dominic Oldman, љ?ŔŊŔƣċũШÅĲƚĲċƖĦőЯШƣőĲШxĲŊċĦǃШŸŉШ[ŸƖůШċŰĬШÉƣƖƨĦƣƨƖĲШċŰĬШƣőĲШÅĲƚĲċƖĦőÉƓċĦĲШ
System,њШin Information and Knowledge Organisation in Digital Humanities, ed. Koraljka Golub and Ying-
Hsang Liu (Routledge, 2022), 144, https://doi.org/10.4324/9781003131816-7.  
20 Ibid. 
21 Ibid. 
22 Ibid., 145. 
23 Ibid.  
24 Ibid.  
25 љÉĲůċŰƣŔĦШƣŸŸũƚЯњШÅĲƚĲċƖĦőÉƓċĦĲЯШaccessed July 25, 2025,  
https://researchspace.org/semantic -tools/ .  

https://doi.org/10.4324/9781003131816-7
https://researchspace.org/semantic-tools/
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existing or new data. Through the Knowledge Map function, Linked Data triples are represented 

in љa network of meaningful ƖĲũċƣŔŸŰƚњ which can љcapture the different ways in which events, 

actors, and things connect and relate across time and spaceЮњ26 The triple statements authored 

or presented within the Knowledge Map can be downloaded as a CSV file. 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 other 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 thinkуmoreso than databasesЯШƽőŔĦőШљuse artificial categories responsible for 

narrowing what can be said about the ƽŸƖũĬњуgrowing that Knowledge Map still crucially relies 

ƨƓŸŰШљcollaborative human thinking and creativityЮњ27  

 

Entity cards and triple networks captured in Knowledge Maps can also be incorporated 

ŔŰƣŸШÅĲƚĲċƖĦőÉƓċĦĲќƚ Semantic Narrative featureуan 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 high-resolution 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 ResearchSpace.   

 

Experimenting  

I began by downloading and running a local version of the systemуavailable via the 

ResearchSpace website. After overcoming some issues with setup, I soon realised that I 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 types. As a workaround, 

I generated entities by branching 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 (fig. 23); my 

entity cards did not display my notes (fig. 24); and I was unable to edit an entity via the 

Knowledge Map or override the system-generated URI for each entity (fig. 25). As such, in June 

2021, I reached out to Dominic Oldman for assistance with configuring the system; he 

generously replied with an offer to meet via video call. This was the beginning of more than two 

 
26 љWhat is a Knowledge graph?њ ResearchSpace, accessed July 25, 2025, 
https://researchspace.org/knowledge-graph-and-patterns/  
27 Ibid.  
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ǃĲċƖƚќШƽŸƖƣőШŸŉШůĲĲƣŔŰŊƚШċŰĬШĦŸŰƻĲƖƚċƣŔŸŰƚШƽŔƣőШ§ũĬůċŰШƖĲŊċƖĬŔŰŊШĦŸŰŉŔŊƨƖċƣŔŸŰШŸŉШƣőĲШƚǃƚƣĲůШ

ŉŸƖШůǃШƓƖŸŢĲĦƣЮШfШċůШĲǂƣƖĲůĲũǃШŊƖċƣĲŉƨũШŉŸƖШ§ũĬůċŰќƚШŊĲŰĲƖŸƚŔƣǃЯШƓċƣŔĲŰĦĲЯШċŰĬШƚƨƓƓŸƖƣЮШcŔƚШũĲƻĲũШ

of assistance is too great to detail in full here, however, over the course of the rest of this 

chapter, I provide snapshots of some of the configuration hurdles Oldman assisted me with. 

 

 
Figure 22. 7ǃШĬƖċŊŊŔŰŊШƣőĲШƓƖŸƓĲƖƣǃШћƓũƨŊќШŔĦŸŰШŉƖŸůШƣőĲШĬċШVinci entity, I was able to create new entities 

related to the Emmerson Collection. 

 

 

 

Figure 23. The data present within Knowledge Maps can be downloaded in a CSV format, however, my 

exported files were empty.   
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Figure 24. Entity card with no notes displayed. Notes should appear when the dropdown arrow is 

selected. 

 

 

Figure 25. Screenshot of the error message I would receive when creating a new entity, and in attempting 

to override the suggested URI with another.



133 

 

During our initial discussions, Oldman suggested I 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 the data I 

created via the system. With the support of Whitelaw, I placed a request for server space with 

ƣőĲШÖŰŔƻĲƖƚŔƣǃќƚШfÑШĬĲƓċƖƣůĲŰƣЮШìőŔũĲШfШƽċŔƣĲĬШŉŸƖШċШƖĲƚƓŸŰƚĲЯШfШĦŸŰƣŔŰƨĲĬШƣŸШĲǂƓĲƖŔůĲŰƣШƽŔƣőШůǃШ

locally-run version of the system, and met with Oldman regularly to discuss configuration and 

ƣőĲШƚǃƚƣĲůќƚШŔŰŉƖċƚƣƖƨĦƣƨƖĲЮШ~ǃШĲǂƓĲƖŔůĲŰƣƚШƽŔƣőШƣőĲШuŰŸƽũĲĬŊĲШ~ċƓƚШĬƨƖŔŰŊШƣőŔƚШĲċƖũǃШƚƣċŊĲШŸŉШ

using the system brought into question the type of data and how much of it I wanted to create. 

Generating these early iterations of my Knowledge Maps also tested my understanding of the 

CIDOC CRM; as I began manually converting the available data in the catalogue records to 

triple statements, I 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 

ƓƖŸƓĲƖƣŔĲƚЯШsŸőŰШ]ƖŔƚůŸŰĬќƚШƖŸũĲШŔŰШƓƖŔŰƣŔŰŊШEŔťƌŰЮ7ċƚŔũŔťŁ (RAREEMM 122/8) could be 

expressed as such: 

 

Ý Printing EŔťƌŰЮ7ċƚŔũŔťŁ (RAREEMM 122/8) (E12 Production Event)у 

Ý P14 carried out by (performed)уJohn Grismond (E39 Actor)у 

o P14.1 in the roleуPrinter (E55 Type) 

 

ìőŔũĲШĲǂƓƖĲƚƚŔŰŊШ]ƖŔůŸŰĬќƚШƖŸũĲШċƚШƓƖŔŰƣĲƖШŔŰШƚƨĦőШċШƽċǃШĦƖĲċƣĲƚШŸƓƓŸƖƣƨŰŔƣǃШŉŸƖШċĬĬŔƣŔŸŰċũШ

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 was not configured to 

ĲǂƓƖĲƚƚШƣőĲШћƓƖŸƓĲƖƣǃШŸŉШċШƓƖŸƓĲƖƣǃќШћÂΝΠЮΝШŔŰШƣőĲШƖŸũĲШŸŉќЮШ§ũĬůċŰШťŔŰĬũǃШċƚƚŔƚƣĲĬШƽŔƣőШƣőĲШũċƣƣĲƖШ

by providing me with a new ontology file which I uploaded to the system (see fig. 26). The 

process of modelling from the MARC records, however, along with the task of configuring the 

system, reiterated that I needed to look outside the information contained in the MARC records 

ƣŸШƣƖƨũǃШĤĲŊŔŰШƣŸШĲǂƓċŰĬШƣőĲШћƽĲĤƚШŸŉШůĲċŰŔŰŊќШċƖŸƨŰĬШĲċĦőШŔƣĲůЮ 
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Figure 26. ÅĲƓƖĲƚĲŰƣċƣŔŸŰШŸŉШsŸőŰШ]ƖŔƚůŸŰĬќƚ role in printing RAREEMM 122/8, modelled 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 for The Conversation and The Library (by this 

stage unpublished), as well as blog posts, and Anna Welch had written numerous labels for 

Emmerson Collection items for the annual SLV exhibition, World of the Book. These texts 

provided contextual information which could be converted into triple statements. Furthermore, 

the team was conscious from the outset that only a small selection from the collection would 

ĤĲШĬŔŊŔƣŔƚĲĬШŉŸƖШƣőĲШĲǂőŔĤŔƣŔŸŰбШőĲŰĦĲШƣőĲШċƓƓĲċũШŸŉШƚőŸƽĦċƚŔŰŊШĲŰƣŔƣŔĲƚШћĤĲǃŸŰĬШƣőĲШĤŸŸťќЯШƚƨĦőШ

as people and places within the site. Thus, despite the lack of access to the physical collection, 

I had plenty of resources to jump start my experiment with data modelling as curatorial 

ƓƖċĦƣŔĦĲЮШ[ŸƖШĲǂċůƓũĲЯШŔŰШőŔƚШĤũŸŊШƓŸƚƣШћÅŸĤĲƖƣШ7ƨƖƣŸŰЯШљÑőĲШ ŰċƣŸůǃШŸŉШ~ĲũċŰĦőŸũǃњЯќШÉċũǍůċŰШ

describes copies of this seminal text in the Emmerson Collection, focusing on their bindings, 

ŉƖŸŰƣŔƚƓŔĲĦĲƚЯШċŰĬШůċƖŊŔŰċũŔċЮШcĲШċũƚŸШƚŔƣƨċƣĲƚШ7ƨƖƣŸŰќƚШƣĲǂƣШƽŔƣőŔŰШŔƣƚШőŔƚƣŸƖŔĦċũШĦŸŰƣĲǂƣуthat 

of early seventeenth century Europe, a time of political crises, plagues, and illnesses.1 

 
1 Paul Salzman, љRobert Burton, ћThe Anatomy of MelancholyќЯњШThe Centre for Early Modern Studies, 
November 17, 2021, https://emmersoncollection.cems.anu.edu.au/2021/11/robert -burton-the-
anatomy-of-melancholy/.  

https://emmersoncollection.cems.anu.edu.au/2021/11/robert-burton-the-anatomy-of-melancholy/
https://emmersoncollection.cems.anu.edu.au/2021/11/robert-burton-the-anatomy-of-melancholy/
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 ċƣƨƖċũũǃЯШůƨĦőШŸŉШƣőĲШĬĲƣċŔũШċŰĬШŰƨċŰĦĲШŸŉШÉċũǍůċŰќƚШċŰċũǃƚŔƚШĦċŰŰŸƣШĤĲШĦċƓƣƨƖĲĬШŔŰШ

structured data, particularly when guided by an events-based ontology. For instance, the 

sentiment in the following sentence can only be expressed in words: љ7ƨƖƣŸŰќƚШƚĲŰƚĲШƣőċƣШƣőĲШ

world is bursting with almost an excess of information seems all too familiarЮњ2 However, many 

ĲŰƣŔƣŔĲƚШċƖĲШůĲŰƣŔŸŰĲĬШŔŰШÉċũǍůċŰќƚШĤũŸŊƚЯШƣőƨƚШfШĤĲŊċŰШƣŸШĲǂƓĲƖŔůĲŰƣШƽŔƣőШĦƖĲċƣŔŰŊШƽĲĤƚШŸŉШ

ůĲċŰŔŰŊШŔŰШÅĲƚĲċƖĦőÉƓċĦĲШĤǃШŔĬĲŰƣŔŉǃŔŰŊШƣőĲƚĲШĲŰƣŔƣŔĲƚШŔŰШÉċũǍůċŰќƚШƣĲǂƣШċŰĬШĲǂƓċŰĬŔŰŊШƣőĲůШ

to link to other entities (see fig. 27). For example, I converted SaũǍůċŰќƚШƚĲŰƣĲŰĦĲЯШљ7ƨƖƣŸŰШƨƚĲƚШ

ƣőĲШƓƚĲƨĬŸŰǃůШŸŉШ?ĲůŸĦƖŔƣƨƚШsƨŰŔŸƖЯШƖĲŉĲƖĲŰĦŔŰŊШƣőĲШċŰĦŔĲŰƣШ]ƖĲĲťШƓőŔũŸƚŸƓőĲƖШ?ĲůŸĦƖŔƣƨƚњШ

to the triples: 

 

Ý Robert Burton (person)уparticipated inуRobert Burton assigning himself the alias 

ћ?ĲůŸĦƖŔƣƨƚШsƨŰŔŸƖќШы ƣƣƖŔĤƨƣĲШ ƚƚŔŊŰůĲŰƣь 

Ý ÅŸĤĲƖƣШ7ƨƖƣŸŰШċƚƚŔŊŰŔŰŊШőŔůƚĲũŉШƣőĲШċũŔċƚШћ?ĲůŸĦƖŔƣƨƚШsƨŰŔŸƖќШы ƣƣƖŔĤƨƣĲШ ƚƚŔŊŰůĲŰƣьШ

уwas influenced byуDemocritus (person) 

 

 

 

 

 
2 Ibid.  
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Figure 27. An early experiment with creating triples in a ResearchSpace Knowledge Map: the entities and 

the relations between them were based on text from a blog post by Paul Salzman on Robert 7ƨƖƣŸŰќƚШÑőĲШ

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 Maps. For example, 

ŉŔŊЮШΞΥШƚőŸƽƚШƚŸůĲШŸŉШƣőĲШŉŔĲũĬƚШŉŸƖШƣőĲШ9f?§9Ш9Å~ЯШƖĲƻĲċũŔŰŊШƣőċƣШƓƖŸƓĲƖƣǃШƓΡΝШћőċƚШŉŸƖůĲƖШŸƖШ

ĦƨƖƖĲŰƣШŸƽŰĲƖќШċƚШƣőĲǃШċƓƓĲċƖШŔŰШƣőĲШuŰŸƽũĲĬŊĲШÂċƣƣĲƖŰШĦċƣċũŸŊƨĲЮШ[ŸƖШƣőŔƚШƓƖŸƓĲƖƣǃЯШ

ћuŰŸƽũĲĬŊĲШ~ċƓќШőċƚШĤĲĲŰШċĬĬĲĬШċƚШċШĦċƣĲŊŸƖǃЯШůĲċŰŔŰŊШƣőĲШƓroperty will appear as an option 

ƽőĲŰШũŔŰťŔŰŊШƖĲũĲƻċŰƣШĲŰƣŔƣŔĲƚШŔŰШƣőĲШuŰŸƽũĲĬŊĲШ~ċƓЮШfŉШƣőŔƚШĦċƣĲŊŸƖǃШŔƚШċĤƚĲŰƣШŉŸƖШƣőĲШƓƖŸƓĲƖƣǃќƚШ

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 linking options in the Knowledge Maps. As 

such, the user must configure the Knowledge Pattern catalogue to their needs. Through 

§ũĬůċŰѣƚќШŊƨŔĬċŰĦĲЯШfШƽċƚШċĤũĲШƣŸШůċťĲШĤċƚŔĦШĦŸŰŉŔŊƨƖċƣŔŸŰШĦőċŰŊĲƚШƚƨĦőШċƚШƣőŔƚЮШ§ũĬůċŰШċũƚŸШ

updated the system to enable the CSV export of my Knowledge Map data (see fig. 29). However, 

within my locally run version of ResearchSpace, I was unable to update the system-generated 

URIs for each entity, and it was unclear whether the data I had created in this version of the 

system could be transferred to the web-hosted version.   

 

 

 

  
Figure 28. ÉĦƖĲĲŰƚőŸƣШŸŉШƚŸůĲШŸŉШƣőĲШŉŔĲũĬƚШƖĲũċƣŔŰŊШƣŸШƣőĲШƓƖŸƓĲƖƣǃШƓΡΝШћőċƚШŉŸƖůĲƖШŸƖШĦƨƖƖĲŰƣШŸƽŰĲƖќШċƚШ

they appear in the Knowledge Pattern catalogue in ResearchSpace. 
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http://www.researchspace.org/reso
urce/E12_Production/d43224e7 -
0e4c-42b7-9ef1-89e1ff46ff01  

http://www.researchspace.
org/fieldDefinition/producti
on_design_carried_out_by_
artist  

http://www.researchspace.org/resource/E
21_Person/a34582ed-642e-4670-b744-
468d48639252  

Production of 
'Vitruvian man'  

carried out by  Leonardo da Vinci  

http://www.researchspace.org/reso
urce/E22_Man-
Made_Object/6a78a1c7-e83d-44fa-
81a0-616940a371f7  

http://www.cidoc -
crm.org/cidoc-
crm/P108i_was_produced_
by  

http://www.researchspace.org/resource/E
12_Production/d43224e7-0e4c-42b7-
9ef1-89e1ff46ff01  

Vitruvian man  was produced 
by  

Production of 
'Vitruvian man'  

http://www.researchspace.org/reso
urce/E33_Linguistic_Object/4a5bae6
9-e1ab-45a4-998b-ebf72151bebf   

http://www.cidoc -
crm.org/cidoc-
crm/P128i_is_carried_by  

http://www.researchspace.org/resource/E
22_Man-Made_Object/a2dba037-4d7c-
4a61-aa0d-bc20472f1204  

Text for Eikon 
Basilike  

is carried by  Eikon Basilike  

http://www.researchspace.org/reso
urce/E33_Linguistic_Object/4a5bae6
9-e1ab-45a4-998b-ebf72151bebf   

http://www.cidoc -
crm.org/cidoc-
crm/P128i_is_carried_by  

http://www.researchspace.org/resource/E
22_Man-Made_Object/a2dba037-4d7c-
4a61-aa0d-bc20472f1204  

Text for Eikon 
Basilike  

is carried by  Eikon Basilike  

http://www.researchspace.org/reso
urce/E12_Production/9b933c8f -
86ed-4527-8801-1841307d943f  

http://www.cidoc -
crm.org/cidoc-
crm/P92_brought_into_exis
tence  

http://www.researchspace.org/resource/E
22_Man-Made_Object/a2dba037-4d7c-
4a61-aa0d-bc20472f1204  

Printing the Eikon 
Basilike  

brought into 
existence  

Eikon Basilike  

http://www.researchspace.org/reso
urce/E12_Production/9b933c8f -
86ed-4527-8801-1841307d943f  

http://www.cidoc -
crm.org/cidoc-
crm/P92_brought_into_exis
tence  

http://www.researchspace.org/resource/E
22_Man-Made_Object/a2dba037-4d7c-
4a61-aa0d-bc20472f1204  

Printing the Eikon 
Basilike  

brought into 
existence  

Eikon Basilike  

http://www.researchspace.org/reso
urce/E41_Appellation/45979ee5 -
ddf0-4950-a049-c6d0d0a54b91  

http://www.cidoc -
crm.org/cidoc-
crm/P1i_identifies  

http://www.researchspace.org/resource/E
22_Man-Made_Object/a2dba037-4d7c-
4a61-aa0d-bc20472f1204  

Eikƌn basilikŁ : 
the pourtraicture 
of his sacred 
majesty in his  

identifies  Eikon Basilike  

Figure 29. CSV data exported from an early version of my ResearchSpace Knowledge Maps.
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Troubleshooting  

7ǃШũċƣĲШ?ĲĦĲůĤĲƖШΞΜΞΝЯШ  ÖШőċĬШċũũŸĦċƣĲĬШƚĲƖƻĲƖШƚƓċĦĲШċŰĬШuċŔШxƨШŉƖŸůШƣőĲШÖŰŔƻĲƖƚŔƣǃќƚШfÑШ

department was able to install the system. fШċůШĲǂƣƖĲůĲũǃШŊƖċƣĲŉƨũШŉŸƖШxƨќƚШċƚƚŔƚƣċŰĦĲШƽŔƣőШ

installing the system and support with troubleshooting and maintaining it.  Indeed, the ANU-

hosted version of ResearchSpace required extensive configuration and troubleshooting. 

Crucially, the Knowledge Map feature 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 I uploaded them locally or linked them via a Wikimedia URL (see fig. 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, 

ƚŸШőĲШƖĲƕƨĲƚƣĲĬШċĦĦĲƚƚШƣŸШƣőĲШƚĲƖƻĲƖЮШìŔƣőШxƨќƚШƚƨƓƓŸƖƣЯШWhitelaw and I began the process of 

ŸƖŊċŰŔƚŔŰŊШċĦĦĲƚƚШŉŸƖШ§ũĬůċŰШƻŔċШƣőĲШÖŰŔƻĲƖƚŔƣǃќƚШfÑÉШƚĲĦƨƖŔƣǃШƣĲċůЮ By May 2022 Oldman had 

access to the server, but his auxiliary account did not have the appropriate permissions to 

access the ResearchSpace docker systĲůЮШfŰШsƨŰĲШ§ũĬůċŰќƚШċĦĦŸƨŰƣШƽċƚШgranted full access, 

and he was able to fix the installation issue that was preventing the Knowledge Maps and 

images from displaying in the system. 

 

 

  
Figure 30. Screenshot of my web-hosted version of ResearchSpace, January 2022. The Knowledge Map 

feature would not display. 
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Figure 31. Screenshot of my web-hosted version of ResearchSpace, January 2022. The Knowledge Map 

feature did not present as an option in the Knowledge Pattern catalogue. 

 

  

Figure 32. Screenshot of my web-hosted version of ResearchSpace, January 2022. Entity images would 

not display. 
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Scoping  

While I was working with Oldman to configure and troubleshoot ResearchSpace, the project 

ƣĲċůШƽċƚШůĲĲƣŔŰŊШƖĲŊƨũċƖũǃШƣŸШĬŔƚĦƨƚƚШƣőĲШŉŸƖůċƣШŸŉШƣőĲШĲǂőŔĤŔƣŔŸŰЯШċƚШƽĲũũШċƚШĲċĦőШůĲůĤĲƖќƚШ

research and insights into the collection. It was decided that, in order to complement the 

datasets I 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 style modelled on physical exhibition labels on a range of themes related 

to the collection. The final seven stories drafted by the team were as follows: 

 

ΝЮШћ~ċťŔŰŊШ7ŸŸťƚќШыŸŰШƣőĲШůċƣĲƖŔċũŔƣǃШŸŉШċŰĬШĦƖċŉƣƚШŔŰƻŸũƻĲĬШŔŰШƓƖŸĬƨĦŔŰŊШĤŸŸťƚьШĤǃШ ŰŰċШ

Welch;  

ΞЮШћÖƚŔŰŊШ7ŸŸťƚќШыŸŰШůċƖŊŔŰċũŔċЯШĤŸŸťƓũċƣĲƚЯШċŰĬШŸƣőĲƖШƚŔŊŰƚШŸŉШŸƽŰĲƖƚőŔƓШċŰĬШƨƚĲьШĤǃШ

Rosalind Smith; 

ΟЮШћ9ŸũũĲĦƣŔŰŊШ7ŸŸťƚќШыŸŰШsŸőŰШEůůĲƖƚŸŰШċƚШċШĦŸũũĲĦƣŸƖьШĤǃШÂċƨũШÉċũǍůċŰбШ 

ΠЮШћuŔũũŔŰŊШƣőĲШuŔŰŊќШыŸŰШƣőĲШƣƖŔċũШċŰĬШĲǂĲĦƨƣŔŸŰШŸŉШ9őċƖũĲƚШfЯШċŰĬШŔƣƚШċŉƣĲƖůċƣőьШĤǃШÉċƖċőШ

Ross;  

ΡЮШћfƣќƚШ ŸƣШEċƚǃШ7ĲŔŰŊШÄƨĲĲŰќШыŸŰШƣőĲШũŔƻĲƚШŸŉШƖŸǃċũШƽŸůĲŰШŔŰШƣőĲШÑƨĬŸƖШċŰĬШÉƣƨċƖƣШ9ŸƨƖƣьШ

by Trisha Pender and Anna Welch;  

ΣЮШћÑőĲШÂƖŔŰĦĲШċŰĬШcŔƚШÂŸŸĬũĲќШыŸŰШÂƖŔŰĦĲШÅƨƓĲƖƣШŸŉШƣőĲШÅőŔŰĲЯШ9őċƖũĲƚШfќƚШŰĲƓőĲƽьШĤǃШ

Anna Welch;  

ΤЮШћÑŔůĲƚШŸŉШ9ƖŔƚŔƚќШыŸŰШũŔƻŔŰŊШƣőƖŸƨŊőШƓũċŊƨĲШċŰĬШĦŔƻŔũШƽċƖШŔŰШƣőĲШΝΤƣőШĦĲŰƣƨƖǃьШĤǃШÂċƨũШ

Salzman. 

 

ìőŔũĲШƽċŔƣŔŰŊШŉŸƖШ§ũĬůċŰќƚШċĦĦĲƚƚШƣŸШƣőĲШƚĲƖƻĲƖШƣŸШĤĲШŊƖċŰƣĲĬЯШfШƖĲĦĲŔƻĲĬШƚƣŸƖǃШƣĲǂƣШŉƖŸůШ

Paul Salzman, Rosalind Smith, and Trisha Pender. These stories were an invaluable resource for 

my context-building through data; I created modelled instances based on the 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 visualise and structure where their 

interests overlap. However, it also highlighted that I would need assistance from the team with 

identifying links between the stories. Indeed, at the beginning of my project, I hypothesised that 

the processes of modelling data and story text would reveal links between entities, which would 

then form the basis of curatorial narratives. In many cases, however, there were no direct 

ŸƻĲƖũċƓƚШĤĲƣƽĲĲŰШĲŰƣŔƣŔĲƚШƓƖĲƚĲŰƣШŔŰШƣőĲШƣĲċůќƚШƚƣŸƖǃШƣĲǂƣЮШ[ŸƖШŔŰƚƣċŰĦĲЯШÉůŔƣőќƚШƚƣŸƖǃШƣĲǂƣШŸŰШ
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marginalia mentions several unique examples of signatures from former owners of Emmerson 

9ŸũũĲĦƣŔŸŰШŔƣĲůƚЮШìőŔũĲШƣőĲƚĲШƚŔŊŰċƣƨƖĲƚШċƖĲШŰŸƣШůĲŰƣŔŸŰĲĬШŔŰШċŰǃШŸƣőĲƖШƚƣŸƖǃШƣĲǂƣЯШÉċũǍůċŰќƚШ

text on Collectors mentions John Evelyn, who was known to sign the books in his collection. As 

such, in this instance, the two stories can be connected by a general theme of book ownership 

and marginalia, rather than via direct, recurring ĲŰƣŔƣŔĲƚЮШìŔƣőШƣőĲШƣĲċůќƚШċƚƚŔƚƣċŰĦĲЯШƽĲШ

identified more of these general themes. For example, 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 provided ċШƨƚĲŉƨũШƚƣċƖƣŔŰŊШƓŸŔŰƣШŉŸƖШůŸƖĲШћƣƖċĬŔƣŔŸŰċũќШĦƨƖċƣŸƖŔċũШ

research т I began to consult external texts, resources, and catalogue records, looking for other 

itemƚШŸƖШĲŰƣŔƣŔĲƚШƣőċƣШƽŸƨũĬШƚƨƓƓŸƖƣШƣőĲƚĲШƣőĲůĲƚШċŰĬШƓƖŸƻŔĬĲШċĬĬŔƣŔŸŰċũШĦŸŰƣĲǂƣШƣŸШƣőĲШƣĲċůќƚШ

story text.   

 

In early 2021, Whitelaw and I worked together to refine the scope and outline of the 

exhibition. I 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 as types of 

online exhibitions the previous year. During this time, the other members of the project team 

were also refining their focus on the collection т the specific items they were interested in, and 

the themes those items could represent, for instance: Civil War, Regicide, Marginalia, Women 

authors/collectors , Provenance, Materiality, Astrology. These themes, suggested by the project 

team, demonstrate the richness and vastness of the collection; however, conscious of the 

limitations of being able to view the collection due to COVID-19 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:  

 

Á There would be a visualisation of the modelled dataуpossibility in the form of a 

knowledge graph (web)уĦĲŰƣĲƖĲĬШŸŰШťĲǃШƣőĲůĲƚШƖĲũċƣĲĬШƣŸШƣőĲШћƣŸƓШΡΜќШыƓŸƚƚŔĤũǃШ

more depending on what information/connections are revealed through the model); 

Á ÑőĲШƻŔƚƨċũŔƚċƣŔŸŰШƽŸƨũĬШċũũŸƽШƻŔƚŔƣŸƖƚШƣŸШĲǂƓũŸƖĲШƣőĲШћĲƻĲŰƣƚќШƣőċƣШũĲĬШƣŸШƣőĲШ

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;  

Á The data model will be based on the CIDOC Conceptual Reference Model (CRM); 

Á The data 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 I sketched the form the data would take within the 

digital exhibition. Throughout my experiments with data modelling as a form of curatorial 

practice, I questioned how much data I would need to model in order to provide context to the 

ĦŸũũĲĦƣŔŸŰЯШċƚШƽĲũũШċƚШƣőĲШƚĦŸƓĲШŸŉШƣőċƣШĬċƣċбШƣőĲШƣĲċůќƚШĬĲĦŔƚŔŸŰШƣŸШŉŸĦƨƚШŸŰШŉŔŉƣǃШŔƣĲůƚШƓrovided 

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 ƽĲũũШċƚШìőŔƣĲũċƽќƚШŔŰƣĲƖċĦƣŔƻĲШŉċĦĲƣƚШĤċƚĲĬШ

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 seen in fig. 

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 to navigate out 

from a record into a knowledge graph of people, places, events etc., as relevant to that item. 

 

 

 

Figure 33. 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, I predicted that, as I modelled the MARC data, links between collection 

items would become apparent, which would in turn form the basis of curatorial text/stories. 

Thus, in our next 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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componentsуdata, text and linksуeach 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.   

 

 

 
Figure 34. Visualisation produced during exhibition scoping session. 

 

To address this, Whitelaw and I 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 to link 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 seen in 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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Figure 35. Visualisation produced during exhibition scoping session. 

 

Workshopping  
That same month, the team met at State Library Victoria to workshop several aspects of the 

ƓƖŸŢĲĦƣЮШ?ƨƖŔŰŊШƣőŔƚШƣŔůĲЯШìőŔƣĲũċƽШċŰĬШfШĦŸŰĬƨĦƣĲĬШċШћĬĲƚŔŊŰШƚƓƖŔŰƣќШƣŸШƚťĲƣĦőШŸƨƣШŔĬĲċƚШŉŸƖШƣőĲШ

interface. The design sprint is a method commonly used in product design that, љencompasses 

business strategy, innovation, behavior science, and design thinkingЮњ1 Developed by Google 

Venture employee Jake Knapp, the design sprint is a highly structured five-day process that 

aims to reduce the amount of time between design and product launch. During these five days, 

a team maps, sketches, prototypes and tests a product. During our two days at the library, 

ìőŔƣĲũċƽШċŰĬШfШĤŸƖƖŸƽĲĬШċƚƓĲĦƣƚШŉƖŸůШuŰċƓƓќƚШĬĲƚŔŊŰШƚƓƖŔŰƣ; namely, we divided our time into 

ċШƚĲƖŔĲƚШŸŉШћƣŔůĲ-ĤŸǂĲĬќШċĦƣŔƻŔƣŔĲƚШŔŰƻŸũƻŔŰŊШbutchers paper, pen and Post-it notes.    

  

Firstly, we dedicated five minutes to writing down our goals for the online exhibition and 

ŊƖŸƨƓĲĬШƣőĲůШŔŰƣŸШŉŸƨƖШĦċƣĲŊŸƖŔĲƚаШћÅĲƚĲċƖĦőШƓƖŸŢĲĦƣШыsƨũŔċќƚьќЯШћÖƚĲƖоéŔƚŔƣŸƖќЯШћÉxéќЯШћ§ƨƣĦŸůĲШ

(Creators)ќ. This exercise helped us to refine our priorities as well as our key stakeholders. 

Grouping the goals visually on butchers paper pinned to a wall also highlighted that many of our 

goals belong to more than one category, benefiting multiple stakeholders. Furthermore, this 

őŔŊőũŔŊőƣĲĬШìőŔƣĲũċƽќƚШċŰĬШůǃШƚőċƖĲĬШŊŸċũƚЯШƽőŔĦőШƽċƚШƓċƖƣŔĦƨũċƖũǃШĲƻŔĬĲŰƣШŔŰШƣőĲШћ§ƨƣĦŸůĲƚШ

ы9ƖĲċƣŸƖƚьќШĦċƣĲŊŸƖŔĲƚШċƚШĬĲůŸŰƚƣƖċƣĲĬШŔŰШƣőĲШŔůċŊĲШŸŉШŸƨƖШћŊŸċũШĤŸċƖĬќШŔŰШfig. 36. Within this 

 
1 ~ċƖƣŔŰШ7ċĦťĲƚЯШљcŸƽШfШ~ċĬĲШƣőĲШ9ċƖĲĲƖШÉőŔŉƣШfŰƣŸШ9ŸŰƚƨũƣŔŰŊШċŰĬШìŸƖťƚőŸƓƓŔŰŊЯњШMedium, November 
23, 2021, https://medium.com/designsprints-studio/how-i-made-the-career-shift-into-consulting-and-
workshopping-24ce1da122a7.  
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category, two of my goals (pink Post-it notes) are concerned with linking the collection together 

ƻŔċШƚƣŸƖŔĲƚШċŰĬШĬċƣċЯШċƚШƽĲũũШċƚШũŔŰťŔŰŊШŸƨƣШƣŸШĲǂƣĲƖŰċũШĦŸũũĲĦƣŔŸŰƚШċŰĬШĬċƣċаШћEǂƓũŔĦŔƣШũŔŰťƚШ

ыƖĲũċƣĲĬШőŸƽеьќШċŰĬШћéŔƚƨċũŔƚŔŰŊШőŸƽШĲƻĲƖǃШũŔŰťШƖĲũċƣĲĬШƣŸШċШĤŔŊŊĲƖШƓŔĦƣƨƖĲоƚƣŸƖǃќЮШÉŔůŔũċƖũǃЯШ

ìőŔƣĲũċƽќƚШŊŸċũƚШыǃĲũũŸƽШÂŸƚƣ-it notes) relate to linking exhibition stories as well as to linking 

ÉxéШĬċƣċШыƣŸŊĲƣőĲƖШċŰĬШƣŸШŸƨƣƚŔĬĲШƚŸƨƖĦĲƚьаШћxŔŰťƚШĤĲǃŸŰĬШÉxéќЯШћxŔŰťƚШƣŸШĦŸũũĲĦƣŔŸŰШĬċƣċШыÉxéьќЯШ

ћxŔŰťƚШĤĲƣƽĲĲŰШƚƣŸƖŔĲƚќЮШ[ƨrthermore, as demonstrated by our remaining goals in this 

categoryућ~ƨũƣŔƓũĲШƻŔĲƽƚуŊƖŸƨŰĬШċŰĬШċĲƖŔċũШƓĲƖƚƓĲĦƣŔƻĲќШċŰĬШћ§ƻĲƖƻŔĲƽќуboth Whitelaw and 

fШƽĲƖĲШťĲĲŰШŉŸƖШƣőĲШŔŰƣĲƖŉċĦĲШƣŸШĬĲůŸŰƚƣƖċƣĲШƣőĲШĤƖĲċĬƣőШŸŉШƣőĲШĲŰƣŔƣǃќƚШƖĲũċƣŔŸŰƚШƣŸШƣőĲШ

Emmerson CollectionЮШÑőĲƚĲШŊŸċũƚШƖĲũċƣĲШƣŸШìőŔƣĲũċƽќƚШѣĲǂƓũŸƖċĤũĲќШċŰĬШћŔŰĦũƨƚŔƻĲќШŊŸċũƚШŔŰШƣőĲШ

ƨƚĲƖоƻŔƚŔƣŸƖШĦċƣĲŊŸƖǃЯШƓƖŸƻŔĬŔŰŊШċĬĲƕƨċƣĲШŸƻĲƖƻŔĲƽШŸŉШƣőĲШĦŸũũĲĦƣŔŸŰШċƚШƽĲũũШċƚШћƚƣĲƓƓŔŰŊШƚƣŸŰĲƚќШ

between entities related to will contribute to an explorable and inclusive interface. Lastly, as 

ĬĲůŸŰƚƣƖċƣĲĬШĤǃШůǃШŊŸċũƚШŔŰШƣőĲШћÅĲƚĲċƖĦőШƓƖŸŢĲĦƣШыsƨũŔċќƚьќШĦċƣĲŊŸƖǃЯШfШƽċŰƣĲĬШƣőĲШĲǂőŔĤŔƣŔŸŰШƣŸШ

reflect a holistic approach to exhibition-making and museum practice more generally. The goal 

ћuŔũũƚШċƣШũĲċƚƣШƣƽŸШĤŔƖĬƚШƽŔƣőШŸŰĲШƚƣŸŰĲќШƖĲũċƣĲs to the collection management issues already 

discussed in this exegesisуĲǂőŔĤŔƣŔŸŰШƖĲƚĲċƖĦőШŸƖШƨŰĲċƖƣőĲĬШћũŔŰťƚќШĤĲƣƽĲĲŰШŸĤŢĲĦƣƚШċƖĲШ

susceptible to being lost if they are recorded with unstructured data. Thus, in this instance, the 

ƣĲƖůШћőŸũŔƚƣŔĦќШƖĲũċƣĲƚ to data modelling as a curatorial process, which includes creating 

structured data in tandem with exhibition research.   

 

  

Figure 36. Goal board for exhibition design sprint  
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Driven by these goals, Whitelaw and I then conducted a series of prototyping sprints for 

the exhibition interface. Firstly, we dedicated twenty minutes to each sketching ideas for four 

ĬŔŉŉĲƖĲŰƣШƚƣǃũĲƚШŸŉШŔŰƣĲƖŉċĦĲЮШÑőŔƚШůĲƣőŸĬЯШŸŉƣĲŰШƖĲŉĲƖƖĲĬШƣŸШċƚШћ9ƖċǍǃШEŔŊőƣƚќЯШŔƚШĬĲƚŔŊŰĲĬШƣŸШ

љƖċƓŔĬũǃШŊĲŰĲƖċƣĲШŔĬĲċƚЯШƽőŔĦőШĦċŰШƣőĲŰШĤĲШĬĲƻĲũŸƓĲĬШŉƨƖƣőĲƖЮњ541 This is a time-saving exercise 

that also facilitates creativity. According to designer Albert Escobedo, the goal is  quantity over 

ƕƨċũŔƣǃШċƚШőĲШƚƣċƣĲƚШљƣőĲШƓƖĲƚƚƨƖĲШŸŉШƣŔůĲШċŰĬШĦƖĲċƣŔŰŊШĲŔŊőƣШŔĬĲċƚШĦċŰШċũƚŸШőĲũƓШƣŸШĤƖŔŰŊШŸƨƣШ

some wild ideas that otherwise would have been missed in a much less pressure sensitive 

ƚĲƣƣŔŰŊЮњ2 The fast-paced nature of Crazy Eights also freed me from inhibition; there was no time 

to procrastinate or scrutinise my own ideas as I was sketching them.   

 

The results demonstrate the overlap in our ideas for the design of the interface, as well 

ċƚШƣőĲŔƖШĬŔŉŉĲƖĲŰĦĲƚЮШ7ŸƣőШìőŔƣĲũċƽШċŰĬШfШƽĲƖĲШŔŰƣĲƖĲƚƣĲĬШŔŰШƣőĲШŰŸƣŔŸŰШŸŉШћőŔĲƖċƖĦőŔĲƚќШŸŉШ

information, which we believed would support self-guided exploration across the exhibition. For 

instance, in my first and second prototypes, users have the option of navigating away from the 

ћůċƚƣĲƖќШƚƣŸƖǃШƻŔċШћĤƖċŰĦőĲƚќЯШƽőŔĦőШƽŸƨũĬШũĲċĬШƣŸШƖĲũċƣĲĬШŔŰŉŸƖůċƣŔŸŰЮШÉŔůŔũċƖũǃЯШìőŔƣĲũċƽШ

ŔŰƻĲƚƣŔŊċƣĲĬШƣőĲШƓŸƚƚŔĤŔũŔƣǃШŸŉШћƚĲĦŸŰĬċƖǃШĦŸŰƣĲŰƣќШċƓƓĲċƖŔŰŊШŔŰШĦċƖŸƨƚĲũƚШĤĲŰĲċƣőШƚƨĤƚĲĦƣŔŸŰƚШ

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 secondċƖǃШĦŸŰƣĲŰƣШћŉũǃŔŰŊШŔŰќШŉƖŸůШƣőĲШƚŔĬĲШċƚШƣőĲШƨƚĲƖШƚĦƖŸũũĲĬШƣőƖŸƨŊőШƣőĲШůċŔŰШƚƣŸƖǃШ

ыƓƖŸƣǃƓĲШΟьЮШÑőĲШƨƚĲƖШƽŸƨũĬШƣőĲŰШőċƻĲШƣőĲШŸƓƣŔŸŰШƣŸШƚƣċǃШŸŰШƣőĲШћƖŸċĬќШŸŉШƣőĲШůċŔŰШƚƣŸƖǃЯШĲǂƓċŰĬШ

the secondary content as pop-up, or choose for it to sit in line with the main content (like 

marginalia).   

  

fŰШĦŸŰƣƖċƚƣШƣŸШìőŔƣĲũċƽќƚШƓƖŸƣŸƣǃƓĲƚЯШůŔŰĲШŉŸĦƨƚĲĬШőĲċƻŔũǃШŸŰШƖĲƓƖĲƚĲŰƣŔŰŊШĲŰƣŔƣŔĲƚШ

related to the Emmerson Collection, as well as representing the different types of entities: 

ћƓĲƖƚŸŰќЯШћŸĤŢĲĦƣќШċŰĬШћĲƻĲŰƣќШĲƣĦЮШ[ƨƖƣőĲƖůŸƖĲЯШfШĲǂƓĲƖŔůĲŰƣĲĬШƽŔƣőШƽċǃƚШƣőċƣШrelationships 

between entities could be made explicit. In my prototype 1, related entities are shown in 

ĦŸŰƣƖċƚƣШƣŸШƣǃƓŔĦċũШћũŔŰťоŰŸĬĲќШƚƣǃũĲƚШŸŉШŰĲƣƽŸƖťШƻŔƚƨċũŔƚċƣŔŸŰЮШÑǃƓĲƚШŸŉШĲŰƣŔƣŔĲƚШwere represented 

by different shapesуfor example objects with triangles and people with squaresуyet their 

boundaries blurred as they overlapped. The blurring on entity boundaries symbolised their 

ƖĲũċƣŔŸŰċũŔƣǃШƽőŔũĲШċũƚŸШƖĲƓƖĲƚĲŰƣŔŰŊШċШũĲƻĲũШŸŉШƨŰĦĲƖƣċŔŰƣǃШŔŰШĦŸŰƣƖċƚƣШƣŸШћũŔŰťоŰŸĬĲќШŰĲƣƽŸƖťƚШ

which, through the directness of their style, insinuate certainty of relationships between 

 
2 Albert Escobedo, љCrazy Eights: A Design MethodЯњ Medium, 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 Collection generally. As 

the viewer scrolled through the story, supplementary information related to an entity would 

ĤƖċŰĦőШŸŉŉШŉƖŸůШŔƣƚШŔĦŸŰШċŰĬШĬŔƚƓũċǃШŔŰШƣőĲШћůċƖŊŔŰƚќШŸŉШƣőĲШŔŰƣĲƖŉċĦĲЮ  
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Figure 37. Prototypes created during exhibition design sprint (Julia's).
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Figure 38. Prototypes created during exhibition design sprint (Whitelaw's). 
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While prototype 2 also focused on the entities related to the collection, in contrast to 

prototype 1, here the entities were clearly demarcated. Indeed, in prototype 2, an entity was 

contained in its own box, accompanied by a list of other entities related to it. For instance, a 

ћƓĲƖƚŸŰќШĲŰƣŔƣǃШwould have accompanying events, objects, and places related to that person. 

Keeping with the focus on entities, prototypes 3 and 4 grouped entities together based on the 

stories in which they feature. In the case of prototype 3, story group entities connected to one 

another were based on a shared entity, thus allowing the user to navigate between stories. 

Conversely, in prototype 4, story entities did not link to other groups of entities, rather, their 

relationships with one another were highlighted.   

  

This activity highlighted the need to balance the use of entities and secondary 

information with the corresponding story. We were conscious that many visitors 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 users. Thus, we 

ĬĲĦŔĬĲĬШƣŸШĲǂƓĲƖŔůĲŰƣШƽŔƣőШћƚĦƖŸũũǃƣĲũũŔŰŊќуa ubiquitous website format, particularly within 

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, Co-Founder and Chief 

Data Scientist at Research.com, in 2025 љ59.99% of the total global web traffic comes from 

mobile phonesЮњ1 This decision was validated by other members of the project team. The team 

agreed that scrolling was more intuitive than swiping, confirming ìőŔƣĲũċƽќƚШand my decision to 

explore presenting content as a primary, linear narrative with secondary branches of 

information. The team supported the notion of a hierarchy of content, acknowledging that, 

within the retelling of the early modern period, certain people and events are usually highlighted 

while others are overlooked. By including such people and events in supplementary 

information, we realised we could contribute to context-building for the collection and period. If 

not captured in prose, these entities would be reflected in the linked data, which the team 

began to liken ƣŸШċŰШћŔŰĬĲǂќЮ  

  

 

  

 

 
1 Imed BouchrikaЯШљMobile vs Desktop Usage Statistics for 2025ЯњШResearch.com, June 19, 2025,  
https://research.com/software/guides/mobile -vs-desktop-usage.  
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From here, Whitelaw and I workshopped how to express the links or 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 I had been using a locally installed version of 

ResearchSpace to model data related to the collection, we decided to emulate the Knowledge 

~ċƓШŉĲċƣƨƖĲШŸŉШƣőĲШƚǃƚƣĲůЯШċŊċŔŰШƨƚŔŰŊШƓĲŰШċŰĬШƓċƓĲƖЮШìĲШĤĲŊċŰШƽŔƣőШÑƖŔƚőċШÂĲŰĬĲƖќƚШƚƣŸƖǃШŸŰШ

queens, identifying entities and their properties that could be converted to structured data. As 

can be seen in the image of our paper prototyping 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 Deighton family on The historie of the life and death of Mary 

Stuart, Queene of Scotland ыÅ ÅE~~ШΝΞΣоΦьШĦŸƨũĬШũŔŰťШƣŸШÉůŔƣőќƚШƚƣory of marginalia purely 

ĤĲĦċƨƚĲШƣőĲǃШċƖĲШċШŉŸƖůШŸŉШůċƖŊŔŰċũŔċЮШ ũƣĲƖŰċƣŔƻĲũǃЯШћsċůĲƚШƣőĲШfќШĦŸƨũĬШĤĲШƨƚĲĬШċƚШċШůŸƖĲШ

ĬŔƖĲĦƣШũŔŰťШĤĲƣƽĲĲŰШÂĲŰĬĲƖќƚШƚƣŸƖǃШċŰĬШÉċũǍůċŰќƚШƚƣŸƖǃШŸŰШĦŸũũĲĦƣŸƖƚЯШƽőŔĦőШĬŔƚĦƨƚƚĲƚШċШ

presentation copy of works by James I, gifted to his son, Charles I, despite James being mostly 

ůĲŰƣŔŸŰĲĬШŔŰШƓċƚƚŔŰŊШŔŰШÂĲŰĬĲƖќƚШƚƣŸƖǃЯШċƚШƣőĲШőĲŔƖШƣŸШEũŔǍċĤĲƣőШfШċŰĬШƣőĲШŉċƣőĲƖШŸŉШ9őċƖũĲƚШ

I.  Furthermore, this exercise also helped us to visualise where some properties could be 

truncated. For instance, to link Queen Elizabeth I to the item EŰŊũċŰĬƚЮEũŔǍċĤĲƣőЮи (RAREMM 

114/10), we first created a separate entity for the frontispiece to this book and linked Elizabeth I 

ƣŸШŔƣШƻŔċШƣőĲШћĬĲƓŔĦƣƚШыŔƚШĬĲƓŔĦƣĲĬШĤǃьќШƓƖŸƓĲƖƣǃЮШìĲШƣőĲŰШũŔŰťĲĬШƣőĲШŉƖŸŰƣŔƚƓŔĲĦĲШƣŸШƣőĲШŔƣĲůШƻŔċШƣőĲШ

ћŔƚШĦŸůƓŸƚĲĬШŸŉќШƓƖŸƓĲƖƣǃЮШÑőƨƚЯШEũŔǍċĤĲƣőШis connected to EŰŊũċŰĬƚЮEũŔǍċĤĲƣőЮи via the 

frontispiece. Naturally, these connections are more clearly captured in prose. Consequently, 

this exercise forced us to rethink how the modelled data would be 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 some of the questions that guided us as we began to build the 

site.   
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Figure 39. 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 engagementуoffering a coherent primary narrative alongside 

exploratory pathways into related entitiesуwhile remaining intuitive for diverse audiences. 

Most importantly, these sessions bridged curatorial intent and technical implementation, laying 

ƣőĲШŊƖŸƨŰĬƽŸƖťШŉŸƖШċШĬĲƚŔŊŰШƣőċƣШĲůĤŸĬŔĲƚШƣőĲШƓƖŸŢĲĦƣќƚШċŔůаШƣŸШĦƖĲċƣĲШċШŊĲŰĲƖŸƨƚЯШĦŸŰƣĲǂƣ-rich 

interface that reveals the interconnected nature of the Emmerson Collection. 
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7. Production 
Beyond the Book is composed of many interconnected parts. Through the Linked Data Index, 

connections are captured between collection items and entities related to the Emmerson 

Collection. These index entries are composed of contextual structured data that snapshot that 

ĲŰƣŔƣǃќƚШŢŸƨƖŰĲǃШthrough time and space and/or its unique characteristics. In addition to being 

discoverable in the Linked Data Index, this context is captured in prose, which supplements the 

granularity that is at times lost through data. It also acts as a bibliography; references cited 

within the exhibition are expressed as triple statements. Thus, the Index offers the viewer 

evidence of my context-building, exposing them to the љdecisions behind the selection and 

weighing of the information ŊŔƻĲŰЯњ which, in the curator-scholar model of the past, the 

exhibitiongoer would not be privy to. Viewers can either gain an overview of the various entities 

related to the collectionуsuch as people, places, and eventsуthrough the Linked Data Index, 

or they can delve deeper into the details via the ĲǂőŔĤŔƣŔŸŰќƚШseven stories. Building such a 

multidimensional yet interconnected digital exhibition was an iterative process that required 

reflection each time Whitelaw and I encountered ÉĦőƁŰќƚШĦŸŰĦĲƓƣШŸŉШљmoments of surprise.њ1 

The below account of the building of Beyond the Book provides insight into these moments; it 

breaks down the design and structure of the site, describing how 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 I 

would play in building the site. We needed a process and system where Whitelaw could build 

and refine the design and infrastructure of the site, while I contributed to the content. 

Furthermore, our aim was to create a site that would be relatively easy for SLV to host and 

support; this ruled out collection management systems such as WordPress, as the associated 

security implications would be too difficult to manage. It also influenced our decision to create 

a static, rather than a dynamic, site. These factors led Whitelaw to suggest we begin 

experimenting with the open source, static site generator, Jekyll. Using layouts, Jekyll 

љtransforms plain text documents (Markdown, HMTL, CSS, etc.) into static sitesЮњ2 Whitelaw 

had used Jekyll in past projects and was thus aware of the flexibility of its templates and the 

 
1 Schön, The Reflective Practitioner, 50. 
2 љWhat is JekyllењШUBC Library Research Commons Workshops, accessed July 25, 2025, https://ubc -
library-rc.github.io/intro -jekyll/jekyll/ .    
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ease with ƽőŔĦőШƣőĲƚĲШƣĲůƓũċƣĲƚШĦŸƨũĬШĤĲШƨƓĬċƣĲĬЮШ ŉƣĲƖШŉƨƖƣőĲƖШŔŰƻĲƚƣŔŊċƣŔŸŰШŔŰƣŸШsĲťǃũũќƚШ

ability to handle external dataуit supports љloading data from YAML, JSON, CSV, and TSV 

ŉŔũĲƚњуit became clear to us both that Jekyll could suit the needs of our project.3 

 

ìŔƣőШìőŔƣĲũċƽќƚШċƚƚŔƚƣċŰĦĲЯШfШŔŰƚƣċũũĲĬШsĲťǃũũШċŰĬШŊĲŰĲƖċƣĲĬШƣőĲШŉŔƖƚƣШŔŰƚƣċŰĦĲШŸŉШŸƨƖШsite 

which was composed of the following files created by Whitelaw: story-content.yaml; 

main.scssуwhich defines CSS styles that control the visual appearance of the pageу; and four 

jpegs (including a low resolution image of an Emmerson Collection item, taken by phone, which 

we intended to use as a placeholder ƨŰƣŔũШƣőĲШxŔĤƖċƖǃќƚШ?ŔŊŔƣċũШÂƖŸĬƨĦƣŔŸŰШƣĲċůШƚƨƓƓũŔĲĬШƨƚШƽŔƣőШ

high-resolution files). Together, these files generated the landing page seen in fig. 40. Key to my 

contribution to the site was the YAML file, which defines the content and structure of an 

exhibition story. YAML is a ћőƨůċŰ-ŉƖŔĲŰĬũǃќ data serialisation language with minimal structural 

charactersЯШљallowing the data to show itself in a natural and meaningful wayЮњ4  For example, fig 

41 is a screenshot of a section of the first YAML file Whitelaw generated for the site; in this 

section the user-defined YAML data is structured in a basic hierarchy. There is defined data for 

section type (story), text, and image. The image data is composed of propertiesуdefined by 

myself and Whitelawуallowing us to work flexibly with the data structure. For instance, we 

added properties that defined the field for image captions as well as a field that indicated where 

the image should be drawn from. As this demonstrates, adding story text and data to the YAML 

file is straightforward, as is directing the file to a particular image asset. Thus, Whitelaw and I 

began a process whereby he would configure the YAML files and the template file to which they 

linkуbased on our discussions regarding the structure and design of the siteуwhile I added 

the content.   

 

 
3 љ?ċƣċШ[ŔũĲƚЯњШsĲťǃũũЯШaccessed July 25, 2025, https://jekyllrb.com/docs/datafiles/ .  
4 Oren Ben-uŔťŔШĲƣШċũЮЯШљò ~xШ ŔŰќƣШ~ċƖťƨƓШxċŰŊƨċŊĲШыò ~x҂ьШƻĲƖƚŔŸŰШΝЮΞЯњШYAML, accessed July 25, 2025, 
https://yaml.org/spec/1.2.2/ .  

https://jekyllrb.com/docs/datafiles/
https://yaml.org/spec/1.2.2/
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Figure 40. Screen shot of the landing page of the first instance of our Jekyll site. 

 

 
Figure 41. First iteration of the structure of the story YAML files. 

 

ћDiscover Moreќ 

Using markdown, I added the story content we had received from the contributors so far and 

added placeholder images where I thought appropriate (fig 42). This exercise, together with the 

process of modelling the stories in ResearchSpace, highlighted where additional contextual 

ŔŰŉŸƖůċƣŔŸŰШĦŸƨũĬШƚƨƓƓŸƖƣШƣőĲШƚƣŸƖǃШƣĲǂƣЮШ[ŸƖШŔŰƚƣċŰĦĲЯШÑƖŔƚőċШÂĲŰĬĲƖШċŰĬШ ŰŰċШìĲũĦőќƚШƚƣŸƖǃШ

ћfƣќƚШ ŸƣШEċƚǃШ7ĲŔŰŊШÄƨĲĲŰќШůĲŰƣŔŸŰƚШcĲŰƖǃШéfffќƚШůƨũƣŔƓũĲШůċƖƖŔċŊĲƚШċŰĬШƣőĲШƖĲũċƣŔŸŰƚőŔƓШ

between Elizabeth I and her half-sister Mary I. This presented an opportunity to provide 

additional context represented through data and text: Mary I was the daughter of Henry VIII and 

Catherine of Aragon, which is represented in the triple statement shown in fig. 43. Representing 

~ċƖǃќƚШĤŔƖƣőШŔŰШƣőŔƚШƽċǃШƓƖŸƻŔĬĲĬШċШƕƨŔĦťЯШƻŔƚƨċũШƖĲƓƖĲƚĲŰƣċƣŔŸŰШŸŉШƣőĲШƖĲũċƣŔŸŰƚőŔƓШĤĲƣƽĲĲŰШ

three people, allowing for additional statements to branch from any of these entities. 

Information that cannot be easily represented by triple statementsуthe significance of 

9ċƣőĲƖŔŰĲќƚШ9ċtholicism, for exampleуcan be captured in text in what we began to call the 

ћ?ŔƚĦŸƻĲƖШ~ŸƖĲќШƚĲĦƣŔŸŰƚШŸŉШƣőĲШĲǂőŔĤŔƣŔŸŰЮШÑőĲƚĲШƚĲĦƣŔŸŰƚШĤƖĲċťШƨƓШƣőĲШƚƣŸƖǃШĤǃШċƓƓĲċƖŔŰŊШċƣШ

pauses in the flow of text that could be likened to the end of a physical exhibition label. 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 

ŉŸũĬќƚШŸƓĲƖċƣŔŸŰƚШŸŉШĲǂƓũŔĦċƣŔŸŰШċŰĬШŔůƓũŔĦċƣŔŸŰШċƚШĬĲƚĦƖŔĤĲĬШĤǃШ7ƖƬŊgemann et al., they allow 

detail to be expanded or condensed, supporting both casual engagement and deeper analysis. 

 

 
Figure 42. Screenshot of the first instance of our story template showing the text related to cĲŰƖǃШéfffќƚШ

marriages. 

 

 

Figure 43. Triple statements modelled in ResearchSpace connecting Mary I 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 I and her father Henry VIII is captured 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 

ŸŉШőĲƖШƓċƖĲŰƣƚќШůċƖƖŔċŊĲШċŰĬШőĲƖШŸƽŰШŔũũegitimacy. Again, both this item (the letter) and the event 

(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 I 

links the letter to ÑőŸůċƚШcĲǃƽŸŸĬќƚШEnglands Elizabeth ... (RAREEMM 114/10) in the 

Emmerson Collection (see also fig. 44): 

 

Ý Mary IуperformedуLady Mary submitting to her father Henry VIII 

Ý Mary I submitting to her father Henry VIIIуis subject ofуLetter from Lady Mary to 

King Henry VIII 1536, British Library, London (Cotton MS Otho C X (f271r)) 

Ý Letter from Lady Mary to King Henry VIII 1536, British Library, London (Cotton MS 

Otho C X (f271r))уrefers toуLady Mary 

Ý Mary Iуperformedуthe imprisonment of Elizabeth I  

Ý The imprisonment of Elizabeth Iуis subject ofуƣőĲШƣĲǂƣШŉŸƖШÑőŸůċƚШcĲǃƽŸŸĬќs 

ћEŰŊũċŰĬƚШEũŔǍċĤĲƣőШЮЮЮќ 

Ý ÑőĲШƣĲǂƣШŉŸƖШÑőŸůċƚШcĲǃƽŸŸĬќƚШћEŰŊũċŰĬƚШEũŔǍċĤĲƣőШЮЮЮќуis carried by (RAREEMM 

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 curatorуthat of junction-

maker. However, the task of identifying collection items to link still involved traditional 

curatorial research; curious about the relationship between Mary and Henryуand wanting to 

bring in voices of the people mentioned in the storiesуI searched for surviving letters written by 

the Tudor Monarchs. This yielded many results, incũƨĬŔŰŊШƣőĲШċĤŸƻĲЮШћxĲƣƣĲƖШŉƖŸůШxċĬǃШ~ċƖǃШƣŸШ

uŔŰŊШcĲŰƖǃШéfffќШƽċƚШċŰШŸĤƻŔŸƨƚШĦőŸŔĦĲШƣŸШŔŰĦũƨĬĲШċƚШƚƨƓƓŸƖƣŔŰŊШůċƣĲƖŔċũШŔŰШƣőĲШћfƣќƚШ ŸƣШEċƚǃШ

7ĲŔŰŊШÄƨĲĲŰќШƚƣŸƖǃуit represented the struggles of being a Queen in Early Modern Europe, and 

it was digitised with a Ñf[[ШŉŔũĲШŉƖĲĲũǃШċƻċŔũċĤũĲШƣŸШĬŸƽŰũŸċĬШċŰĬШƨƚĲШŉƖŸůШƣőĲШ7ƖŔƣŔƚőШxŔĤƖċƖǃќƚШ

website. 

 



   

 

  159 

 

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 time-consuming task that also needed to be completed for six 

ŸƣőĲƖШƚƣŸƖŔĲƚЮШfŰĬĲĲĬЯШĲċĦőШƚƣŸƖǃШőċĬШĤĲƣƽĲĲŰШŉŔƻĲШċŰĬШƚŔǂШћƓċƨƚĲƚќШƚƨŔƣċĤũĲШŉŸƖШċШ?ŔƚĦŸƻĲƖШ~ŸƖĲШ

section. Thus, up to forty-two Discover More sections needed to be created. While these early 

experiments with templating the exhibition helped to refine the scope of my modelling, as well 

as my contribution to the text for the exhibition, where possible I would convert the information 

mentioned in each story into structured data, as well as the links I find researching and drafting 

the Discover More sections. Thus, I 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 I also continued to refine the story template and reflect on how we would 

link the stories together.   

 

 

   
Figure 44. Triple statements modelled in ResearchSpace ĦŸŰŰĲĦƣŔŰŊШ~ċƖǃШfќƚШũĲƣƣĲƖШƣŸШőĲƖШŉċƣőĲƖЯШcĲŰƖǃШ

éfffЯШƣŸШcĲǃƽŸŸĬќƚШћEŰŊũċŰĬƚШEũŔǍċĤĲƣőШЮЮЮќШыÅ ÅEE~~ШΝΝΠоΝΜьШŔŰШÉxéќƚШĦŸũũĲĦƣŔŸŰЮ 
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Figure 45ЮШEǂċůƓũĲШŸŉШƣőĲШƚƣƖƨĦƣƨƖĲШŸŉШƣőĲШћ?ŔƚĦŸƻĲƖШ~ŸƖĲќШƚĲĦƣŔŸŰƚШŔŰШƣőĲШò ~xШŉŔũĲƚЮ 

 

 
Figure 46ЮШШÉĦƖĲĲŰƚőŸƣШŸŉШƣőĲШ?ŔƚĦŸƻĲƖШ~ŸƖĲШƚĲĦƣŔŸŰШŸŰШ~ċƖǃШfќƚШũĲƣƣĲƖШƣŸШőĲƖШŉċƣőĲƖЯШcĲŰƖǃШéfffЮ 

 

ћConnectionsќ 

As they were written by different authors on different subjects, the story texts did not often 

overlap in the entities they mention, yet stories could be linked via a common theme. From the 

outset, it was clear that the stories needed to be templated and presented individually, with a 

way for the user to navigate between themуan approach consistent with the decisions made in 

the design sprint. Implementing this required both a technical and an interface design solution; 

our first instance of the Jekyll site had the stories grouped together on a single page that the 

user would 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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ůċƖťĬŸƽŰШŉŔũĲШŉŸƖШĲċĦőШƚƣŸƖǃШŰŸƽШƖĲƓƖĲƚĲŰƣĲĬШĤǃШċШƚŔŰŊũĲШò ~xШŉŔũĲЯШĲЮŊЮШћĦŸũũĲĦƣŸƖƚЮůĬќШĤƨŔũĬƚШ

ŉƖŸůШћĦŸũũĲĦƣŸƖƚЮǃċůũќШċŰĬШћƕƨĲĲŰЮůĬќШĤƨŔũĬƚШŉƖŸůШћƕƨĲĲŰЮǃċůũЮќ Previously, there was one 

ћŔŰĬĲǂЮůĬќШƓċŊĲШƽőŔĦőШĬƖĲƽШŉƖŸůШċШƚŔŰŊũĲШћƚƣŸƖǃхĦŸŰƣĲŰƣЮǃċůũќШŉŔũĲЮ  

 

To enable users to navigate between stories, Whitelaw and I decided to experiment with 

ůŔƖƖŸƖŔŰŊШƣőĲШ?ŔƚĦŸƻĲƖШ~ŸƖĲШƚĲĦƣŔŸŰƚШĤǃШċĬĬŔŰŊШċШƚŔůŔũċƖШћ9ŸŰŰĲĦƣŔŸŰƚќШƚĲĦƣŔŸŰШċƣШƣőĲШĲŰĬШŸŉШ

each story. Originally, a version of the Connections section was included as a sub-heading to 

the Discover More sections, however the process of templating the stories highlighted the need 

ŉŸƖШƨƚШƣŸШĬŔƚƣŔŰĦƣũǃШŊƖŸƨƓШћƣǃƓĲƚќШŸŉШċĬĬŔƣŔŸŰċũШŔŰŉŸƖůċƣŔŸŰЯШƚŸШċƚШƣŸШŰŸƣШŸƻĲƖƽőĲũůШƨƚĲƖƚШŸƖШ

distract from the main text. Like the Discover More sections, the Connections 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 two stories 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 need for 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 I would 

contribute to the site. 

 

 

Figure 47. Screenshot of the structure of the Connections section ŔŰШƣőĲШò ~xШŉŔũĲШŉŸƖШƣőĲШƚƣŸƖǃЯШћUsing 

7ŸŸťƚќ. 
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Figure 48. ÉĦƖĲĲŰƚőŸƣШŸŉШƣőĲШ9ŸŰŰĲĦƣŔŸŰƚШƚĲĦƣŔŸŰШċƣШƣőĲШĲŰĬШŸŉШƣőĲШћÖƚŔŰŊШ7ŸŸťƚќШƚƣŸƖǃЮШfŰШƣőŔƚШĲǂċůƓũĲЯШ

ћÖƚŔŰŊШ7ŸŸťƚќШŔƚШũŔŰťĲĬШƣŸШƣőĲШћ9ŸũũĲĦƣŸƖƚќШƚƣŸƖǃШƻŔċШtext related to the collector and diarist, John Evelyn. 

 

Visual Assets  

While I continued the tandem process of researching and modelling content and images for the 

Discover More and Connections sectionsуadding this content to the story YAML filesуWhitelaw 

and I encountered a pivotal moment of surprise. After months of using placeholder images of 

Emmerson Collection items to build the site, the SLV Digital Production team supplied us with 

high-resolution files of the collection items selected by the project team. The quality of these 

images, taken by the LŔĤƖċƖǃќƚ Digital Production Senior Technician, Bart Geraedts, compelled 

Whitelaw and I to reflect on how best to showcase them within the exhibition. At the same time, 

the size of the files also presented a challenge as to how we would host them, as at this point, we 

were still working from our locally-stored versions of the site. To address these hurdles, Whitelaw 

and I worked with Tabs Fakier (ladyofcode) to move the site to an SLV-hosted GitHub repository. 

This was another pivotal moment, where Whitelaw and I could simultaneously make and test 

changes to the Jekyll files on respective ĬĲƻĲũŸƓůĲŰƣШћĤƖċŰĦőesќШŸŉШƣőĲШ]ŔƣcƨĤШƖĲƓŸƚŔƣŸƖǃ, before 

pushing these changes to the shared production branch. In addition to hosting the site on 

GitHub, the library also agreed to host the images via a Cloudflare Images/S3 bucket, which 

allows for dynamic resizing of images as they are called from the system. To achieve this, code 

in the YAML files, developed by Fakier, would dictate how much the images should be scaled and 

trimmed. The code performs two primary functions: first, it serves an appropriately sized and 

ƖĲƚŸũƻĲĬШŉŔũĲШĤċƚĲĬШŸŰШƣőĲШƨƚĲƖќƚШĬĲƻŔĦĲбШċŰĬШƚĲĦŸŰĬЯШŔƣШƖĲůŸƻĲƚШĲǂƣƖċŰĲŸƨƚШĤũċŰťШƚƓċĦĲШŉƖŸůШ

the image margins to optimise its presentation within the layout. 
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 ?ƨĲШƣŸШƣőĲШƓƖŸŢĲĦƣШƣĲċůќƚШŔŰƣĲƖĲƚƣШŔŰ the materiality of the Emmerson Collection items, 

early in the project a decision was made to capture key objects as photogrammetry files. 

ÂőŸƣŸŊƖċůůĲƣƖǃќƚ ability to generate interactive 3D models of items that would otherwise be 

captured in 2D т or displayed in a physical space with one side showing т appealed greatly to 

the team to whom a bookќs materiality reflects the cultural and historical context in which it 

was produced. In 2021 Whitelaw and digital humanities expert Katrina Grant of the Australian 

National University demonstrated ƣőĲШƓőŸƣŸŊƖċůůĲƣƖǃШƓƖŸĦĲƚƚШƣŸШÉxéќƚШ?ŔŊŔƣċũШÂƖŸĬƨĦƣŔŸŰШ

team, using a small copy of the Eikon Basilike in the Emmerson Collection as example. Based 

on this training, Geraedts produced six photogrammetry files of six items and supplied these to 

myself and Whitelaw at the same time as the two-dimensional image files. Incorporating these 

files into the exhibition site again required a technical and editorial solution; the files needed to 

be called from the hosting site, Sketchfab, and ћƻŔĲƽƚќШŸŉШƣőĲШůŸĬĲũƚШƽŔƣőŔŰШƣőĲШĲǂőŔĤŔƣŔŸŰШ

needed reflect the corresponding text.   

 

 To address this, Whitelaw created a JSON data file in the site folder that contained a 

unique ID for each photogrammetry asset. When incorporated into the YAML files within the 

ћƓŊŔĬќ field, this ID loaded the asset via its Sketchfab UID (Unique Identifier) listed in the JSON 

file. The JSON file also listed a set of ћťĲǃŉƖċůĲƚќШŸƖШcamera positions for displaying each 

photogrammetry asset. These keyframes allowed us to determine viewpoints at which to stop, 

triggered by the viewer scrolling. For instance, EŔťƌŰЮĤċƚŔũŔťŁ (RAREEMM 815/8) has 

embroidered flowers on its spine thus, ĤċƚĲĬШŸŰШƣőĲШĦŸŸƖĬŔŰċƣĲƚШŉŸƖШћƚƓŔŰĲќШlisted in the JSON 

file and the data in the YAML file, the viewpoint moves to this area of the item as the viewer 

scrolls. To determine the coordinates, Whitelaw developed a keyframer tool. When opened in a 

browser, this HTML file displays a photogrammetry asset that could be turned by dragging. The 

ŸƓƣŔŸŰШћ]ĲƣШ9ċůĲƖċШÂŸƚќШĤĲŰĲċƣőШƣőĲШċƚƚĲƣƚШdisplays the coordinates of a particular view or 

point within the asset in the console tab of the browser developer. This tool, and the 

straightforward incorporation of the photogrammetry assets within the YAML file, gave me the 

ability to select views of these assets that highlighted features of the collection items and 

supported the corresponding text.  
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Figure 49. Screenshot of a YAML file demonstrating the structure of the data relating to the 

photogrammetry assets.  

 

. 

Figure 50. Screenshot of the photogrammetry asset depicting EŔťƌŰЮĤċƚŔũŔťŁЮ(RAREEMM 815/8) in the 

story 'Killing the King'. 
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Figure 51. ÉĦƖĲĲŰƚőŸƣШŸŉШìőŔƣĲũċƽќƚШћuĲǃŉƖċůĲƖќШƣŸŸũШŸƓĲƖċƣŔŰŊШŔŰШċШĤƖŸƽƚĲƖЮШThe coordinates for the 

position of the photogrammetry asset are listed as ћposќ and ћtargetќ at the bottom of the console. 

 

Zoom 

The quality of the visual assetsуboth the images and photogrammetry filesуhighlighted the 

richness of the materiality of the collection. With the photogrammetry files, we had developed a 

way to ĬƖċƽШƣőĲШċƨĬŔĲŰĦĲќƚШŉŸĦƨƚШƣŸШċƚƓĲĦƣƚШŸŉШƣőŔƚШůċƣĲƖŔċũŔƣǃЮШWhile the 2D files provided a 

visually rich backdrop to the story text, it became clear that we needed a way to direct the 

ƨƚĲƖќƚШċƣƣĲŰƣŔŸŰШƣŸШĦĲƖƣċŔŰШċƚƓĲĦƣƚШŸŉШƣőĲШŔůċŊĲ, in order to support the content of the story text. 

For instance, ÉůŔƣőќƚШƚƣŸƖǃШŸŰШůċƖŊŔŰċũŔċЯШћÖƚŔŰŊШ7ŸŸťƚќЯШƖĲŉĲƖĲŰĦĲƚШůċŰǃШƣǃƓĲƚШŸŉШŔŰƚĦƖŔƓƣŔŸŰƚШ

on Emmerson Collection items. Originally, the images for her story would remain static, 

presented in full in the background as the user 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.  

 

ÑŸШċĬĬƖĲƚƚШƣőŔƚЯШìőŔƣĲũċƽШċŰĬШfШĬĲĦŔĬĲĬШƣŸШŔŰƣƖŸĬƨĦĲШċШћǍŸŸůќШŉƨŰĦƣŔŸŰШƣŸШƣőĲШƚƣŸƖǃШ

templates; as the user scrolls, sections of the background images are enlarged and brought 

into focus to support the corresponding text (fig 53). Whitelaw created a straightforward YAML 

data structure that enabled me to dictate where the zoom function should occur on the screen. 

As demonstrated in fig. 52, the coordinates ћǂќШċŰĬ ћǃќ represent the horizontal and vertical 

ĦŸŸƖĬŔŰċƣĲƚШŸŉШƣőĲШƚĦƖĲĲŰШƖĲƚƓĲĦƣŔƻĲũǃЯШƽőŔũĲШћǍќШŔŰĬŔĦċƣĲƚШthe level or intensity of the zoom. 

Using these coordinates, I was able to make curatorial decisions about where on the image the 

audience should focus. As can be seen in fig. 53, the dynamics of the zoom function 
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encourages the user to look closer, helping them to focus on a particular detail in an otherwise 

busy image. It also ĦƖĲċƣĲƚШůŸůĲŰƣƚШŸŉШћƓċƨƚĲќШĤĲƣƽĲĲŰШƣőĲШƣĲǂƣ; indeed, throughout the 

exhibition there are moments where the zoomed image remains after the text has disappeared.  

 

 
Figure 52. Screenshot of the structure of the zoom function in a YAML file. 

 
Figure 53. Screenshot of zoom ŉĲċƣƨƖĲШŸƓĲƖċƣŔŰŊШŔŰШƣőĲШƚƣŸƖǃШћÖƚŔŰŊШ7ŸŸťƚќЮ 

 

Spotlight  

The introduction of the zoom function to the story template again brought into question how we 

ĦŸƨũĬШĬĲŰŸƣĲШċŰĬШƖĲŉŔŰĲШћőŔĲƖċƖĦőŔĲƚќШŸŉШĦŸŰƣĲǂƣƨċũШŔŰŉŸƖůċƣŔŸŰЮШ ƚШŔŰĬŔĦċƣĲĬЯШƣőĲШƓƖŸĦĲƚƚШŸŉШ

creating the story templates also became an editorial exercise; by laying 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 ĬŔĬŰќƣ necessarily 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 a disjunction between image and text. This 

could be easily amended by including a few lines of text that highlight details within the images. 

However, the inclusion of this text created an editorial 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 I decide ƣŸШĲǂƓĲƖŔůĲŰƣШƽŔƣőШћƚƓŸƣũŔŊőƣŔŰŊќШƚĲĦƣŔŸŰƚШŸŉШƣőĲШ

ŔůċŊĲƚШċƚШċШĤƖŔĬŊĲШĤĲƣƽĲĲŰШŔůċŊĲƚШċŰĬШƚƣŸƖǃШƣĲǂƣЮШÉƓŸƣũŔŊőƣŔŰŊШĬƖċƽƚШƣőĲШƨƚĲƖќƚШċƣƣĲŰƣŔŸŰШƣŸШċŰШ

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 information. Indeed, we found that this 

feature was particularly effective for stories that included images of frontispieces and other 

ĲŰŊƖċƻŔŰŊƚЯШċƚШŔƚШƣőĲШĦċƚĲШŉŸƖШћuŔũũŔŰŊШƣőĲШuŔŰŊќЮШìŔƣőŔŰШƣőŔƚШƚƣŸƖǃЯШÉċƖċőШÅŸƚƚШĬĲƚĦƖŔĤĲƚШƣőĲШƣƖŔċũШ

of King Charles the I which is depicted in the frontispiece to A true copy of the journal of the 

High Court of Justice, for the tryal of K. Charles IвШыÅ ÅEE~~ШΝΟΣоΟьЮШìőŔũĲШÅŸƚƚќƚШƣĲǂƣШ

ĬĲƚĦƖŔĤĲƚШƣőĲШћƣŸƓШũĲƻĲũќШŉċĦƣƚШŸŉШƣőĲШƣƖŔċũ, intermittently, sections of the frontispiece are 

ƚƓŸƣũŔŊőƣĲĬШċŰĬШĲǂƓũċŔŰĲĬШƣŸШƚƨƓƓŸƖƣШƣőĲШƚƣŸƖǃЮШ[ŸƖШŔŰƚƣċŰĦĲЯШÅŸƚƚШĬĲƚĦƖŔĤĲƚШ9őċƖũĲƚќƚШƖĲŉƨƚċũШ

to recognise the legitimacy of the court, which triggers the spotlighting of the figure of Charles in 

the frontispiece. The text accompanying the spotlight explains 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. In 

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 framework in 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 parallel. Thus, spotlighting proved to be an effective way to reconcile 

story images and text while simultaneously maintaining a hierarchy of information. 
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Figure 54ЮШÉĦƖĲĲŰƚőŸƣШŸŉШƣőĲШƚƣƖƨĦƣƨƖĲШŸŉШƣőĲШƚƓŸƣũŔŊőƣШŉĲċƣƨƖĲШŔŰШƣőĲШò ~xШŉŔũĲШŉŸƖШƣőĲШƚƣŸƖǃЯШћuŔũũŔŰŊШƣőĲШ

uŔŰŊќЮ 

  

Figure 55ЮШÉĦƖĲĲŰƚőŸƣШŸŉШƚƓŸƣũŔŊőƣШŉĲċƣƨƖĲШŸƓĲƖċƣŔŰŊШŔŰШƣőĲШƚƣŸƖǃШћuŔũũŔŰŊШƣőĲШuŔŰŊќЮ 

 

Footnotes  

While zoom and spotlighting take advantage of the quality and richness of the exhibition images 

to highlight details on Emmerson Collection items, we were prompted to ask: Where could 

supporting information that does not have a visual representation sit? This type of information 

consisted of, primarily, notes of interest lifted from the catalogue records for the Emmerson 

Collection items that we were keen to highlight. For instance, the notes for Monumentum 

Regale (RAREEMM 115/17) state that it was apparently stolen by the antiquarian William Upcott 

(1779т1845). I 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 it did not always fit 

within the main story text, I believed this information was useful to further demonstrate a 

ĦŸũũĲĦƣŔŸŰШŔƣĲůќƚШŢŸƨƖŰĲǃШƣőƖŸƨŊőШƣŔůĲШċŰĬШƚƓċĦĲЮШ ƚШƚƨĦőЯШìőŔƣĲũċƽШċŰĬШfШĬĲĦŔĬĲĬШŔƣШƚőŸƨũĬШ

accompany the main text in a footnote style (fig. 57). 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 focus, and hierarchies of information delineated.  

  

 
Figure 56. ÉĦƖĲĲŰƚőŸƣШŸŉШƣőĲШƚƣƖƨĦƣƨƖĲШŸŉШƣőĲШћŉŸŸƣŰŸƣĲќШŉĲċƣƨƖĲШŔŰШƣőĲШò ~xШŉŔũĲШŉŸƖШƣőĲШƚƣŸƖǃЯШћuŔũũŔŰŊШƣőĲШ

uŔŰŊќЮ 

 
Figure 57. ÉĦƖĲĲŰƚőŸƣШŸŉШћŉŸŸƣŰŸƣĲШƚƣǃũĲќШĦŸŰƣĲǂƣƨċũШŔŰŉŸƖůċƣŔŸŰШŔŰШƣőĲШƚƣŸƖǃШћuŔũũŔŰŊШƣőĲШuŔŰŊќЮ 

 

Linked Data Index  

While I researched content and modelled data for the Discover More and 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 navigate this data via the interface. While 

presenting Linked Data in a knowledge 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 directions, and 

navigating these can easily overwhelm the user. Furthermore, the data needed to be 

incorporated into the site in a format that Jekyll would support. These factors led to us revisiting 

the notion of a site Index section previously raised by the team during our workshop at SLV. An 

entity could be an entry within the Index with its corresponding properties and connections to 






















































