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Messages from the Chairs

Welcome to ECLAP 2012, the first international conference on Information Technologies for Performing
Arts, Media Access and Entertainment.

Information Technologies have made possible many important changes in the field of cultural heritage and
continue to provide dynamic and exciting media platforms through which new possibilities perpetually
emerge. This wave of change has had particularly significant consequences in the field of the Performing
Arts, where a vast array of possibilities for digital content fruition continues to reveal itself, constantly
opening the doors to new and as-yet-unexplored synergies. Many technological developments concerning
digital libraries, media entertainment and education are now fully developed and ready to be exported,
applied, utilised and cultivated by the public.

ECLAP is a best practice network co-funded through the ICT Policy Support Programme of the European
Commission. ECLAP’s goal is to enable digital access to Performing-Arts resources, while providing
guidelines and using metadata standards for searching and browsing. By creating a seamless and centralised
online database, ECLAP is providing access to the Performing-Arts collections and archives of its project
partners, amongst which are many of the leading institutions in the field. An ever-growing part of these
resources is becoming accessible through a common, multilingual, easy-to-use ECLAP e-Library for the
Performing Arts. The ECLAP metadata will become part of Europeana, the European multi-lingual online
collection of millions of digitized items from museums, libraries, archives and multimedia collections.

The ECLAP 2012 conference aims to function as a forum in which progress-oriented individuals and
institutions find a place to collaborate and present results. It also aims to provide an overview of the state of
the art for Performing-Arts digital collections within the framework of the following best-practice themes:
digital library tools, education and research facilities, IPR issues, cultural heritage and technologies.

The event consists of a set of workshops, sessions and panels that conform to our standard of excellence. We
host a keynote-speaker lineup consisting of some of the most salient voices in the field: Marco Marsella,
Deputy Head of Unit, eContent and Safer Internet, European Commission, Information Society and Media
Directorate-General, Heather Nathans, Professor of Theatre Studies, School of Theatre, Dance and
Performance Studies, University of Maryland, USA; Nikki Timmermans, Social Innovator, Kennisland, The
Netherlands; Sarah Whatley, Director of the Centre for Dance Research (C-DaRE) at Coventry University,
UK.

An international committee selected the best proposals. 36% of the submitted contributions have been
accepted as full research papers. ECLAP 2012 features more than 40 presentations, coming from several
countries: United States, Israel, United Kingdom, Netherlands, Italy, Spain, Germany, Hungary, etc.

The conference is open to researchers, professionals, industries, institutions, technicians, practitioners in the
area of performing arts and information technologies, media-based entertainment, technology-enhanced
learning, intelligent-media systems, acoustic systems, cultural heritage.

The ECLAP 2012 conference aims to become a place where institutions, industries, the European
Commission and Europeana family projects in the areas of cultural heritage can find plenty of opportunities
for networking, debating, sharing ideas as well as best practices.

As general chair, it is a pleasure to express my gratitude to the dedicated program co-chairs, workshop co-
chairs, committee members and conference support staff who have contributed to making ECLAP a success.
We hope that you will find the conference an exciting moment for exchanging research ideas and that you
will also find the time to appreciate Florence, the wonderful location of the conference.

Paolo Nesi
ECLAP Chair
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From our work on ECLAP as well as from examining the proposals that were sent in for the ECLAP
Conference, it was apparent to us that an interdisciplinary approach to the application of IT to the Performing
Arts is still both a need and a challenge. It is difficult, in fact, to meaningfully study all the ramifications of
the sometimes troublesome marriage of IT with Performing Arts. On the one hand, the risk is that humanities
scholars ignore, overlook or oversimplify technical issues; on the other hand, IT people are not necessarily
aware of the problems and of the needs that are specific of the Performing Arts.

The ideal profile in this respect would be that of a person who combines a solid scientific background with
considerable experience in the Performing Arts. However, regrettably, people with such an uncommon
admixture of skills are still a rare find.

Our hope is that gatherings such as the ECLAP 2012 Conference will further promote dialogue between
specialists in the different fields, as well as future fruitful collaborations. Other stated goals of the
Conference are the promotion of networking and of knowledge transfer between the various EC projects
belonging to the Europeana family.

I wish to thank those who enriched the ECLAP 2012 Conference through their contributions. Likewise, |
wish to thank all those who made the conference possible through their dedication and work.

Raffaella Santucci
ECLAP Networking Coordinator



Performing arts are a fundamental facet of our shared European identity. This expression designates a
plethora of human activities pertaining to our traditions, which share the common trait of having been
usually transmitted orally, or by imitation, and recorded only scantily and/or occasionally, usually by theatre
and music historiansor anthropologists: examples include folk tales, traditional music, dance, popular
festivities (religious or non religious), all forms of non-text-based performance.

The importance of safeguarding performing arts heritage is now acknowledged widely, and ratified by the
latest workprogrammes of the European Commission.

The vast body of knowledge which characterises European performing arts is testament to the variety and
specificity of European cultures. However, performing arts heritage is in danger of being lost, due to its
ephemeral quality. Thanks to ECLAP the public can now reap the benefits that stem from being able to
access to a vast unified repository.

We hope that ECLAP and ECLAP 2012 conference will work as the springboard for starting the digitization
of other material in the field of performing arts, thus establishing a best practice example for the gradual
future digital ingestion of their whole audiovisual heritage and advancing the Europeana’s ongoing
expansion by providing a critical mass of content pertaining to the area of performing arts.

Prof. Valentina Valentini
Centro Teatro Ateneo, Sapienza, University of Rome
ECLAP Content Coordinator Partner
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Cultural Heritage and Future Directions

Marco Marsella

Deputy Head of Unit, eContent and Safer Internet, EUROPEAN COMMISSION, Information Society and Media,
Directorate-General (Cultural Heritage and Future Directions)

Marco Marsella is Deputy Head of the Unit eContent and Safer Internet of the European Commission Directorate-General for
Information Society and Media. He coordinates Innovation (CIP Programme) and eContentplus Programme activities in the area
of digital content. Prior to joining the eContent and Safer Internet Unit he has worked on EU research activities (RTD Framework
Programme) on technology-enhanced learning where he has been responsible for coordinating research agendas, implementation
of RTD Programmes and dissemination activities.
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Making Siobhan Davies RePlay; the UK's first
digital dance archive

The pleasure of preserving intangible cutural heritage

Sarah Whatley
Centre for Dance Research (C-DaRE), Coventry University, UK, s.whatley@coventry.ac.uk

Abstract— Siobhan Davies RePlay is the UK’s first digital
dance archive, and one of the first in the world to bring
together the complete works of a single choreographer.
Built over 30 months and launched in 2009, the archive is
an ongoing collaboration between researchers at Coventry
University and Siobhan Davies Dance in the UK. This
paper describes some of the making of the archive and the
various challenges and pleasures involved in working with
audio-visual dance content. It will also discuss the various
initiatives that developed in parallel with and subsequent
to the project, to increase the impact of the archive and to
enhance user-engagement. Siobhan Davies RePlay
continues to grow and has informed other similar projects,
playing an important role in promoting greater
understanding of the digital environment as a site for
knowledge organization and distribution.

Keywords-dance archives; metadata; virtual scrapbooks;
online tools; archving process (key words)

I. INTRODUCTION

Siobhan Davies is one of the UK’s leading
contemporary dance choreographers. She started her
career in the late 1960s and has made more than 60
works for her own company, Siobhan Davies Dance,
and with several of Britain’s leading companies,
including London Contemporary Dance Theatre,
Rambert Dance Company and The Royal Ballet. RePlay
was created to preserve and increase access to Davies’
body of work, which otherwise would be vulnerable and
remain inaccessible to the general public. What is
important to emphasize is that RePlay is a born digital
archive; there was no pre-existing hard copy archive,
which was then digitized and organized online. This
gave us a fair amount of freedom in terms of how to
organize and structure the archive but also meant that
there was a great deal of work involved in gathering and
describing material, and agreeing permissions and
licenses to ensure that the content could be freely
distributed online.

II.  BRINGING RESEARCH AND ARTS PRACTICE
TOGETHER

The project, funded by the UK’s Arts and
Humanities Research Council (AHRC), was a
collaboration from the beginning, between myself, as
project leader and my research team at Coventry
University, and Davies herself, working closely with her

company. This was hugely satisfying as a collaboration
in terms of being able to source much of the content and
for ensuring the accuracy of information about the
objects. But partly because we were working with a
living artist and not a historic collection there were
interesting challenges in how to reconcile the need for a
user-friendly, robust archive and Davies’ desire for this
to be a creative output; which represented her work as
an artist in a fair and imaginative way. Building the
archive was therefore a parallel process of ensuring the
back-end architecture was fit for purpose and curating
the content in such a way that the interface was elegant,
inviting, simple to navigate and aligned well with
Davies’ choreographic ‘signature’.

We launched the archive in 2009 at the end of the
30-month funding period. When we started the project
in 2006 there were few models to consult so we had to
make decisions about how to ensure we could complete
the project in time. At that time, ‘open source’ options
were limited so we decided to purchase a proprietary
digital asset management (DAM) system. The
advantage of this was that we had a very efficient
system that provided us with the ready-made back-end
architecture that we needed, allowing us to design an
effective metadata schema (based on and developed
from Dublin Core) and spend time designing the front-
end. The disadvantage is that we remain ‘locked-in’ to a
system that is now hard to change, although we are
investigating the possibilities. We were also occupied
for many months on securing permissions and licenses
for the archive content. Whilst Davies’ own collection
of videos, scores and text-based documents were well-
described, not all the metadata was recorded and the
Company’s view that they owned all the content that
they held, turned out, through careful research, not to be
the case.

III.  WHO OWNS THE DANCE AND WHO IS THE ARCHIVE
FOR?

As an art form, dance has little history of effective
copyright, and has generated only partial and
fragmented hard copy records. It is frequently co-
created and collaborative in nature (typically bringing
together dancers, musicians, composers, designers, film
makers, photographers and so on), which means having
to identify everyone who contributes and features in the
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content before adding it to the archive. At the time there
were no standards that we could reference or apply so
we entered lengthy discussions with legal advisers,
copyright experts and individual rights holders to agree
terms. Various agreements were drawn up, for dancers,
composers, photographers and music publishers.
Through a process of careful negotiation we were able
to reach agreements and arrange licenses to secure free
access to the content. There are clear terms of use
published on the archive and we have a ‘take-down’
policy in case we have inadvertently violated copyright.

Sustaining the archive, as with any digital resource,
is always challenging. The difficulty is continuing to
fund the maintenance of the archive, particularly as
Davies continues to make work so new works are added
approximately twice a year, requiring staff hours, design
costs and time from our DAM providers to check and
test the site. There are also ongoing costs for servers and
licenses. At the point when the funding-period finished
Coventry University agreed to continue to support the
archive and the University Library now hosts, updates
and maintains the archive. Discounting staff time
provided by the University and Siobhan Davies Dance,
which is donated in-kind to the project, there is an
annual cost of maintaining the archive of approx £15k,
which is not easy to find.

Since launching the archive our task has become in
some ways even more challenging as Davies’ work has
developed in new directions, no doubt partly influenced
by the archive and seeing her work differently through
its organization and distribution online. She now rarely
makes work for theatres and has made a number of
projects in collaboration with leading visual artists,
film-makers, sculptors, poets, composers, ceramicists,
writers and so on, for gallery spaces and other non-
traditional theatre settings. Having established an
archival structure for RePlay, which is fixed and built
around a series of theatrical choreographic works as
‘series titles’, we have since had to consider how to
organize content in a way that would reveal the multi-
disciplinary, multi-level nature of her work, and work
that may be less ‘choreographic’ in the traditional sense.
This shift is characteristic of her career, which has
developed through several phases. But this more radical
change of direction in the last few years has meant
exploring how we can retain access to her work through
a predetermined archival structure, whilst keeping the
web interface interesting and fresh. At present we
regularly change the content on the landing page to
feature different works and make subtle changes to the
colour palette, to keep RePlay ‘alive’ whilst ensuring a
measure of consistency.

IV. KNOWING OUR USERS

One of our first concerns when building the archive
was to know more about our potential users. An initial

user survey told us that the archive would be popular
with teachers and students, not least because Davies’
choreography has been on the list of ‘set works’ in the
UK schools’ dance curriculum for many years. But we
wanted to extend the audience for RePlay to prompt
thought about how a digital archive could raise
questions about the ontology of dance, which is so often
regarded as an ephemeral, disappearing art form.

RePlay currently includes more than 5000 digital
objects, ranging from video to photographic images,
audio recordings, scholarly articles, marketing materials
and associated text-based materials. The vast majority
of the content is video, including many of the full
productions in performance. Prioritizing these films was
important to all of us, recognizing that accessing dance
on film is generally very difficult and limited to short
extracts on YouTube. Moreover, many dances of the
past, if filmed at all, are lost or reside in collections that
are very hard to access.

To maximize user uptake, the archive is publically
available and free to access. One of Davies’ major
motivations for the project was to increase knowledge
about dance and offer ways for users to find out more
about the choreographic process so the intelligence that
is embodied in the dancer and in the dance making
process could be accessed more easily. Ensuring open
access was also important to generate audiences for
dance who may not choose, or be able to see dance
‘live’ or were not regular dance viewers. However,
users can register on RePlay and opt to receive updates
and related information about Siobhan Davies. By
registering, the user can also access additional content
that was contributed on the basis that it would only be
available to the ‘serious user’.

By testing the archive during its development and
talking to users we realized that building an archive
does not always mean that people will find it or do
things with it, however simple it is to access. With that
in mind we designed a number of simple tools to help
users navigate through the archive, and build their own
knowledge through collecting and reflecting on their
searches.

V. ToOLS FOR USER ENGAGEMENT

RePlay includes a simple but effective virtual
scrapbook, available for registered users. Users can
collect their searches, name the collection and if they
choose, share with other registered users. The scrapbook
function has proved popular with students and teachers
in particular; some telling us that they have used the tool
as a template for students to create ‘visual essays’.
Others have used the tool to construct scrapbooks of
their own content using simple blogs such as WordPress
or Tumblr, following the media-rich blog structure
created by some of Davies’ dancers as part of the
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Jerwood Bank project in 2007 [1]. Users can also
explore two dance works, to see how they were made
via the ‘kitchen’ micro sites, which are attached to two
choreographies; Bird Song (2004) and In Plain Clothes
(2006). Each ‘kitchen’ provides a visual map of the
dance work, bringing together all the source materials
that were drawn on to make the work from the
composer, designer, dancers and so on (the
‘ingredients’) and to show how Davies constructed the
dance (the ‘cooking’). Each offers a way of developing
graphic ‘scores’ or representations of dance, which
users find valuable as alternative methods to document
the dance making process. As digital documents they
are also the only tangible records of Davies’ making
process. Davies is typical of many contemporary
choreographers who have careers that began prior to the
introduction of simple capture techniques in that there
are few if any notated scores of her work and few other
traces beyond her occasional personal notebooks and
documents relating to the final performance event.

What does extend back over many years is the large
collection of rehearsal tapes, which is a significant part
of the content available for registered users. They not
only provide a valuable insight to the choreographic
process but also reveal how technology has developed
over time and has entered the dance rehearsal,
intervening in ways that support the individual artist and
simultaneously capture and document a ‘private’
process. These tapes are now available for public
viewing for the first time. In particular, we have
included a large number of rehearsal ‘scratch tapes’,
which were made over the last decade by the dancers
themselves whilst in the rehearsal studio, mostly as
rapid memory aids as they work through tasks and
develop movement sequences. Filmed on simple hand-
held cameras, the quality is variable but the short
captures are replete with information for the user; about
the dancer’s thinking, making and composing process —
and about how a dance evolves over time. As a
different kind of ‘memory object’ they bring back lost
or discarded records and can be viewed alongside the
videos of the final event, thereby enriching the user
experience whilst simultaneously expanding the
conventional notion of what we understand by ‘archive’.

Through building the archive we have generated a
number of valuable learning resources for those who
may be less familiar with how to navigate RePlay and
which can be used to stimulate topic work and to
support other areas of student learning. These resources
are freely available in the micro site ‘The Learning
Space’, principally to support teaching and learning.
Whilst teachers and students value the archive for the
volume of content and ease of access we were
particularly keen to find out how the archive might also
be reaching other users. A User Impact Analysis [2]
gave us valuable information that helped us make
improvements and set up related projects to increase

engagement. For example, at first we received little
feedback from dance artists and we were interested to
discover whether RePlay was influencing artists or
having an impact on how artists were using archives
more generally as research tools for their own practice.
We knew from talking to artists that one of the most
valuable aspects of RePlay is the rehearsal tape
collection, which they found particularly appealing as
valuable tools for supporting them in the studio, to
unblock or to give them creative triggers for devising
movement.

VI. EXPANDING THE COLLECTION AND NEW TOOLS
FOR SEARCHING

Soon after the archive went ‘live’ we were able to
secure further funding from the AHRC to do more with
the archive to enhance sustainability. We partnered with
the National Resource Centre for Dance (NRCD) and
Surrey University in the UK to create a portal to a
number of digital dance archives, including RePlay;
Digital Dance Archives (DDA) [3]. NRCD held a
number of hard copy archives, which had hitherto not
been digitized; the portal provides users the chance to
search across these different dance collections. One of
the first challenges was aggregating the content and
aligning the metadata schemas; our own was built for
the digital domain whereas the NRCD archives were
built on a different system, which didn’t easily translate
to the online. Now resolved, users are able to make new
connections between an expanded collection of dance
objects that span more than a hundred years.

The DDA portal brings together visual content from
each archive (video, still image, designs and drawings)
and offers a scrapbook tool that is more sophisticated
than that on RePlay, allowing users to move, annotate
and write around content, as well as display and share
their scrapbooks with groups of other users. This
enhanced tool was built in response to user testing of the
RePlay site. Users told us how much they valued the
scrapbook function as a ‘thinking space’. The enhanced
scrapbook tool on DDA takes this further by allowing
the user to be more inventive and playful with the
content. Significantly, DDA introduces a new visual
search tool for searching across the collections by visual
similarity. Users can search by similarity of colour
(objects or backgrounds of similar colour) and pose (a
similar outline of a body, or an object, which is fixed in
a moment of time). Another search, by gesture (a
movement over time) is in development. The search tool
reveals unexpected links between disparate content and
serendipitous outcomes, providing new information for
researchers, archivists, learners and educators - and
allows non-experts to take different journeys through
the archives to discover new dance content.

To extend our interest in how artists engage with
digital archives we then offered commissions to two
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UK-based choreographers to spend some time with the
archive, making a choreographic response to the content
and producing an accompanying virtual scrapbook,
which are now included on DDA (see
http://www.dance-archives.ac.uk/scrapbook/DDA/1 and
http://www.dance-archives.ac.uk/scrapbook/DDA/10).
This project had several valuable outcomes. Firstly, the
artists, Efrosini Protopapa and Oliver Scott, told us that
they felt very inspired by their time immersed in the
archives (Scott had said that previously he feared
‘getting lost in the archive’) and they were able to
connect with their own histories through viewing and
re-embodying the histories of other artists. Audiences
for these new two projects talked about their excitement
at experiencing the 3-D reconstruction of the archival
collections and how archives, often thought as dry and
inanimate could be made dynamic to reveal new
readings and interpretations. The project also brought
out the question of what it means to reuse archival
content. Due to our terms of use we needed to be clear
about what could and could not be done with the
content, limiting the performances to an invited
audience and within the frame of ‘research’.

VII. REPLAY INTO THE FUTURE: SUSTAINING,
EXHANCING AND DOING MORE REPLAY

Siobhan Davies RePlay was, and continues to be, a
very exciting collaboration between a University and a
senior dance artist. By working together we have made
a digital resource that has relevance to professional
artists, the research community, teachers and learners,
archivists, librarians and the general user. Significantly,
as a UK-based artist, Davies has toured internationally
infrequently but the archive means that she is now
‘exported’. We have visitors to the archive from more
than 90 countries worldwide.

As we move forward we can reflect on what we have
learnt. For Davies, she now secures permissions at the
point of issuing contracts so traces of her process and
documents of the finished work can be added to RePlay
without further negotiations. Establishing efficient
systems for updating are developed but rely on
Coventry University’s ongoing commitment and
technical infrastructure. Davies, inspired by her own
archive and its capability of preserving the more
intangible facets of her dance making process, now
enthusiastically collects materials for adding to RePlay,
which tests the capacity of the archival structure as well
as those of us working to sustain the archive. So the
project continues to be demanding and requires
pragmatic decisions, driven by financial considerations,
time limitations and what is possible within the
constraints of IPR. The project is therefore ongoing and
never ‘finished’; it continues as a living archive'.

" A new project has just begun; the Library of
Processes, which is another AHRC-funded project

Dance continues to be an art form that is hugely
popular and because of its inherent collaborative and
rhizomatic properties, provides access to other art form
content. Through resources such as RePlay, users can
more easily experience and enjoy dance but building
digital archives is challenging and expensive. Once
issues surrounding digitization, metadata and IPR are
solved, the interface needs to be designed in a way that
draws users in, providing easy-to-use tools that are
robust, sustainable and are relatively simple to update to
keep pace with technological advancements.
Encouraging user interaction to support the reuse and
remaking of content to support the democratization of
cultural content is another important consideration.
RePlay is pioneering as a digital dance archive but is
also part of a broader development of digital dance
object making. Together these projects, which are
frequently built in partnership with dance artists and
choreographers, offer new ways of engaging with dance
and thinking about the rich contribution that dance
makes to our cultural heritage.
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L GETTING LOST IN THE ARCHIVE

The phrase, “you can’t get there from here” is a
colloquial American expression often used jokingly by
local residents to explain complicated directions to
visitors, and it reminds outsiders that, without
specialized knowledge, navigating from Point A to
Point B may be either hopelessly confusing or well-nigh
impossible. Scholars who enter the hallowed halls of an
archive on the hunt for a specific piece of information
often face similar challenges. No clear path to that all-
important document may exist in the library records.
Similar problems abound in using the archives to map
histories of live performance. Using an archived record
may illuminate aspects of a particular theatrical event,
yet archival finding aids for locating the work of
specific performers, musicians, or designers may not be
sufficiently developed to facilitate an easy search
process. Even more frustratingly, while a recording may
preserve a performance, it often ignores the audience --
still one of the most elusive targets in our research. We
may hear the echoes of gasps or laughter or applause
preserved in the archival footage of an event, but we
have no way to search for those responses in any extant
database. For example, can we imagine entering the
keyword “laughter” for a record of physiological

responses to a certain play? Still, given enough time,
researchers, like lost travelers, could locate the objects
or emotional responses they seek in an archive in which
those records were physically present. That eventual
discovery might be a combination of prior knowledge
and good luck, but eventually that scholar would
produce a new trail of associations that could lead future
seekers to that same material.

II.  DIGITAL ANXIETIES

The theme of being “lost” in an archive has a
different meaning for some scholars when discussing
the development of the digital archive. For example, in
a 2003 paper for the American Society for Theatre
Research, Jane McGonigal (current Director of Game
Research and Development at the Institute for the
Future) noted that academics and librarians writing
about the growing use of digital archiving often
confessed to a tremendous fear of loss: “To archivists,
digital technology presents itself simultaneously as a
powerful tool for increased media accessibility and a
dangerous threat to preservation efforts.” Yet she
describes the sense of loss as more profound than
simply the fear of losing the physical object — it extends
to a larger anxiety about the danger of somehow losing
a collective past. [1] As McGonigal suggests, that fear
has not only permeated ongoing discussions about the
development of digital archives, but has, in some cases,
actually subverted or impeded the ways in which
scholars learn to use these archives, and perhaps more
importantly, to feach about them.

III. SIGNPOSTING POTENTIALITY

Ironically, most scholars who spend extended
time in archives become extremely adept at intellectual
map-making. We enter with our own list of “landmarks”
and we try to reconcile those to the ones left by curators,
archivists, and librarians of the past. We also,
inevitably, benefit from a measure of happy accident in
our searches — as Nancy Lusignan Schultz notes in her
recent essay, “Serendipity in the Archive,” [2] or as
Stephen Greenblatt suggests in his new work, The
Swerve, or How the World became Modern. As
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Greenblatt and Schultz point out, sometimes it is not the
item we seek that proves vital to our argument, but
rather the one nestling next to it on the same shelf. But
our cognitive maps allow room for these digressions (or
what scientists call “place learning” [3]), and most
scholars doing archival research expect to take the
scenic route towards their destination, rather than a
linear path. Perhaps part of the challenge in making
these maps occurs when the landscape becomes virtual
rather than physical. As more and more of our research
materials make the transition to the digital realm, how
ready are we to re-think our approach to archival map-
making? And how can we transmit these skills to
students who arrive at college without either a ready-
made map or their own map-making skills? Part of the
challenge lies in the fact that most scholars know
comparatively little about how an archive is actually
created or how search algorithms are developed — they
simply deal with extant models and adjust as needed. [4]
Can we transform this reactive learning pattern into a
more proactive process, or what researcher U. Neeser
describes as, “plans for obtaining information from
potential environments”? [5] For me, the key words in
that phrase are “plans” and “potential environments.”
After all, our ultimate goal as scholars and educators is
not merely to chart an extant landscape, but to equip
ourselves and our students to venture into ferra
incognita.

IV. COLLECTIVE CHARTS OF THE UNKNOWN

This paper explores how we might teach
students to adjust to our new archival landscape. Many
of our students already know how to use digital
resources. Many professors know how to use physical
archives. Can we “get there from here” and bridge the
seeming gap between these two approaches to
scholarship? What kinds of new training do we need to
envision for ourselves and our students to reconcile
these realms? How can we engage in a kind of
communal map-making across both time and spatial
regions? In addition to these strategies, how do we teach
students to ask the kinds of questions that allow room
for serendipitous discoveries in a digital archive? And
how do we teach them to make the new intellectual-
historiographical-archival maps that will blaze a trail for
others to follow in the future? The remainder of this
essay will focus on one specific pedagogical example
that may offer a useful starting point.

V. AVATARS AS HISTORICAL MAPMAKERS

In 2011 I offered a seminar that combined
archival research with a creative project as a way to
introduce first-year students to in-depth archival
research. Part of my goal in creating this class was to
see how successfully I could combine archival research
and various digital resources with a creative project that

entailed performance, and to see whether I could have
students engage in a collaborative knowledge-building
venture where they acquired not only new information,
but new skill sets and new ways of approaching future
research. The class was held in the Michelle Smith
Performing Arts Library (housed in the Clarice Smith
Performing Arts Center at the University of Maryland).
I called it “The Avatar Project.” It centered on the year
1852 — a landmark year in American theatre as Uncle
Tom’s Cabin exploded on the stage, focusing a spotlight
on the antislavery movement and transforming the
intellectual debates on the issue into passionate
emotional appeals embodied by the characters of Uncle
Tom, Eliza, Topsy, and Little Eva. At the beginning of
the semester I offered students a choice from a list of
fictional characters I created (Rachel Levy, Jewish
immigrant, age 23; Sarah Butler, native of South
Carolina, age 17, etc.). Using this very basic
information, students had to develop some type of
creative project, ranging from a diary to a piece of
artwork to a performance piece that revealed
information about their character. The key was that they
had to base every choice they made on archival
research, whether it was the language they used, the
form of the project, or the topics they discussed. It
would not be enough to know the general history of the
period. They would need to be able to describe what
their characters ate for breakfast or did on their days off,
and to be able to document how they knew that
information.

As a point of entry into this process, we
launched the first section of the class in a very practical
way by reading secondary sources about the history of
the period. These readings were accompanied by a
collection of primary sources including novels,
newspapers, plays, pamphlet literature, diaries, letters,
and speeches — all designed to immerse students in the
language, issues, emotional and psychological world of
the mid-nineteenth century. We also had special class
sessions on music, dance, and design, which offered
students the chance to learn about the soundscape and
physical rhythms of the world they were imagining, as
well as its visual appearance (these classes were
practical classes — students took dance lessons, had to
sing or analyze music, and got to work with a visual
artist and costume designer).

The second section of the class involved
immersion in primary sources. Students used online
digital newspaper collections to document issues that
would have been of interest to their particular
characters. Perhaps the most important part of this
exercise was not the material they viewed, but the fact
that they had to log every search on our shared class
website, documenting how they located the material so
that others in the class would be able to find the same
source. This process had two important goals: it
demanded that students reflect on their own digital
search processes and shape them into a narrative (they
also noted terms, phrases, and combinations that
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produced negative results); and it created a composite
map for the class on how to locate material related to
issues surrounding a specific time and location. Students
were also required to cite fully and accurately any
sources or websites they found particularly helpful, so
throughout the semester we generated an ever-evolving
list of digital archive resources for our website as well.

VL

In addition to the solo quests that fed our communal
archival map for the year 1852, I also designed class
sessions to show them how a research scholar frames
questions about where to look beyond the obvious
keyword-centered places. By watching me conduct
‘live’ searches for their material, they were able to see
the kinds of ‘informed guesses’ that can be made when
searching a digital archive, and how that kind of
serendipitous proximity so crucial in a physical archive
can be replicated in a virtual one.

My goal was to allow students to become
comfortable not only in searching digital archives, but in
failing in their searches, re-mapping their route, and
moving on. By documenting their process and
witnessing their professor interpret why certain searches
did or did not yield the desired results, they learned to
become more efficient in their questions and ultimately
in their own individual efforts at archival map-making.

STRATEGIES FOR SERENDIPITY

VIL

More importantly for the purposes of this
particular class, mapping the digital archive became not
an end in itself, or the source of raw data, but a
springboard for interpretation and creativity. Because
there was a creative project attached to the class,
students had incentive to gather material that could feed
their imaginations rather than fill their list of footnotes.
Their results were astonishing. For example, one young
woman created the character of Kathleen Mary
O’Regan, an Irish Catholic immigrant, newly come to
America and settled in a household with a Jewish
servant. Because she had come over on a ship named
The Ivanhoe (named for Sir Walter Scott’s famous
novel that challenges issues of anti-Semitism), the
character decided to go see the play, Ivanhoe (based on
the novel). The ship, The Ivanhoe, and the play were
real and the student documented both through her
research. Her next step was to develop a creative
project. Because [Ivanhoe promotes an  anti-
discrimination message, the student used this to explore
her character’s feelings about being an Irish Catholic
living in a house with a Jewish servant. But she did it in
an extraordinary way — through music. She wrote and
recorded five original songs, based on digital archives of
period music she had uncovered and based on our class
with a music historian. These five songs reflected the

CREATING HISTORY
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character’s journey from prejudice to acceptance, but
not simply through the lyrics. Using the archival
material she discovered, the student changed the
musical structure of her songs, so that each one showed
a subtle shift from purely Irish rhythms towards
increasingly ‘American’ ones inflected by African
American, Jewish American, and American folk music.
The project was facilitated by the digital performance
archives that allowed her to compare a wide range of
materials and to use her computer to do analysis on the
structure of each song. For example, the site below
features a number of contemporary recordings of
nineteenth century American and African American
music re-created by the group, “Glimpses of Glory™:
http://utc.iath.virginia.edu/songs/glimpsehp.html

Below is a brief sample of the lyrics Robinson
wrote for the final class project. These are from a work
entitled “Song of Leah” (Leah is the name of the Jewish
servant in the household where her fictional character
worked), as well as the student’s explanation of the
musical influences that shaped the song.

Song of Leah by E.L. Robinson (excerpts)
Oh Father Son and Holy Ghost, am I led into sin?
For I have seen an angel, but she is not of my kin.
Michil and I were sitting in the rowdy Bow’ry pit
The curtain’s up and I nearly had me a gasping fit.
They say the Jews are rotten and I always thought it so,
How could this be, please answer me, for my soul longs to know.

For there she was so dazzling, most beautiful and brave
What can I do Dear Lord for my heart just shan’t behave

For here I stand so battered and so broken down you see

But I want to hold her close and have her never leave me be
On stage she was Rebecca, but now I know there’s more

In my heart I call her Leah and she sleeps behind that door...

...If she can be so lovely then how do I hate her people?

If loving hearts are full of sin, what’s in the church’s steeple?

Can people just be “different” without their being wrong?

For did not your Son himself once stand against the throng?
(Moment of silence)

(Spoken) Lord, what do I do? What do I say? I wish to tell her...

Sing me to sleep

I am yours to keep
For in your off-key
Lies hidden melody

Dance in my dreams
Wrong is right it seems

As Robinson noted in her description of her research
process, the melody of the first several stanzas is
influenced by Irish songs concerning the 1798 rebellion,
especially “The Rising of the Moon,” which was written
by John Keegan Casey (1846-70), the "Fenian Poet,"
apparently as an homage to an older song, “The
Wearing of the Green.” The sections following the
spoken line are influenced by Jewish holiday songs
from Karp’s Hebrew Holiday and Folk Songs, as well
as prayer music from the Shabbat/Festival Siddur (the
Jewish prayer book for the Sabbath and Holy Days).
The song references anti-Semitic beliefs held by
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Kathleen’s priest, and it reflects her character’s distress
at the seeming disconnect between the teachings of her
religious leaders and her own hard-won lessons in her
new surroundings. The performance of Ivanhoe
described in the song occurred at the Bowery Theatre
February 8, 1852. The song plays on the aural
difference between Irish and Jewish folksongs, hence
Kathleen’s describing Leah’s singing ‘off-key’ despite
its ‘hidden melody’ that she discovers as she attempts to
emulate her singing style. [6] The choice to interpret
the creative aspect of the project was a serendipitous
discovery based on her exploration of the digital
archives, as Robinson noted in her final essay,

“My project went through several critical changes during its
development. Initially... I operated under the assumption that she
would be a factory worker and that the final project would center
around that experience. However, because I wanted to create an
ostensible situation where she would rid herself of the anti-Semitism
and anti-black attitudes commonly found in the Irish Catholic
community and essentially learn tolerance, my project’s focus shifted,
as did Kathleen’s profession, to a domestic setting (that of her caring
for the Smith children as a domestic servant). This also allowed me to
give Kathleen a more realistic creative outlet--that of singing while
working with the Smith children, which meant that my research began
to include a deeper look into what sounds, rhythms, patterns,
melodies, would Kathleen have heard in her life that would have
influenced her songs to sound the way that they did. This meant not
only listening to a lot of the music that existed in America and Ireland
during her lifetime, but also looking into how oral traditions work and
how people adopt and adapt things they’ve heard into their own music
often without fully realizing it.” [7]

Caption: Some of the 58 workstations with remote audio
listening capabilities and internet access in the

Michelle Smith Performing Arts Library at the
University of Maryland,
http://www.lib.umd.edu/PAL/vt.html
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VIIL

As Patricia Ybarra has argued in Theater
Historiography: Critical Interventions, writing good
history takes time — not only the time spent in
documenting an event and producing a publishable
project, but the time spent in mapping one’s route into
the project as well. And yet it is this very luxury
scholars often deny themselves. In a hurry to get there
from here, we often feel pressured to focus on the
specific goal of an individual project rather than the
long-term one of assembling a collection of research
maps and tools that will serve us, our colleagues, and
our students in the years to come.

SIGNPOST FOR TOMORROW
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Abstract— In order to be able to response to the new
economic reality the cultural heritage sector is facing, it is
argued in this paper that a more entrepreneurial mindset
and new practices in business model innovation is needed.
The first part of this paper focuses on the question of value
creation. The ‘business model canvas’ is introduced as a
tool to gain insight in the way social and economic value is
created and can generate new ideas for innovation. A few
new practices in business model innovation are explored
and a few key principles underlying the design of these
new business models are defined. The second part of this
paper addresses what is needed for cultural heritage
organisations to get innovation off the ground. The 'step
plan' and the 'fit and viability check' are introduced as
tools to help embed new concepts and the case of the
Eemland Archive illustrates how this can work in practice.
A few key principles are defined to help create a support
infrastructure for cultural heritage institutions to spur
innovation. Finally, the author gives two recommendations
on how to build a knowledge-based infrastructure for the
culture heritage sector.
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I. INTRODUCTION

Since the economic crisis set ground in Europe at the
beginning of 2008, the subsidised cultural sector is
facing turbulent times with severe governmental
cutbacks and a radical change to cultural policy. In this
changing landscape, one thing has become clear. The
dominant business model for cultural heritage
institutions, which has been ‘public funding’ since the
end of World War II, is under ever increasing pressure.
Even though cultural institutions have been working on
gaining more own income — in the Netherlands cultural
institutions have to earn at least 17,5 % of their own
income by 2012, performing arts institutions 21,5 % —
over the past years, the challenge to search for new
ways to become (financially) sustainable is becoming
very urgent.

In order to respond to this new reality, there is a need
for the creation of experiment and new practice. And,
most of all, a shift in mindset is needed. From a subsidy-
mindset with a focus on the question how we can close
the gap between income and cost towards a more
entrepreneurial mindset focusing on the question: what
is the essence of our story? What are the core qualities
and assets? One of the core assets of cultural heritage

institutions is the stories behind their collection. For the
past years cultural heritage institutions have been
digitising this core of their reason of being: their
collections. This offers new opportunities for
strengthening the role of culture and heritage in our
society. Through developing new digital services, we
can build social and economic capital in new ways. In
order to fully assess the possibilities for cultural heritage
institutions, the search has to be as wide as possible.

The aim of this paper is to make a contribution to the
changing discourse of the cultural sector by mapping
out new and innovative practices in business model
innovation and point out some principles on how this
innovation can be spurred. In the first part of this paper
(paragraph 2) a tool will be introduced to help cultural
heritage institutions gain insight in the way they (can)
create social and economic value and reflect on new
practices in business model innovation. In the second
part of this paper (paragraph 3) a step plan will be
introduced as a tool to help cultural institutions embed
new concepts in their current business model and reflect
on how this can be done in practice. In paragraph 4 this
paper is concluded by reflecting on what is needed for
cultural heritage institutions and organisations to meet
the challenge of finding (financial) sustainability.
