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Summary 
 

This thesis explores a thematic collection of architectural paintings of the Oude Kerk 
in Delft that belong to a unique genre of architectural paintings that flourished in the 
Dutch Republic around the middle of the seventeenth-century. This body of work 
aims to challenge the common hypothesis that the perspective, and what follows, the 
proportions and composition of the paintings, was distorted. The presence of 
distortions is undeniable, although, there is a lack of comprehensive and detailed 
examination of all the known paintings of the Oude Kerk in Delft. It is the first time 
that the collection of over eighty paintings representing the same space is examined 
as a whole. Additionally, as an unprecedented working collection on the theme, it 
creates a new digital research environment to use for further study of the Oude Kerk 
in Delft and paintings of other church interiors in the 17th century Dutch art. This 
environment is the thesis’s practice-based component, the art-historical thematic 
research collection, which acts as a platform for the research undertaken in this study 
as well as a platform for dissemination and further development. 
 

Art-historical thematic research collections focus on the theoretical background that 
originates in digital humanities and the practice that is interwoven into art-historical 
scholarship. We should no longer ask if art historians use digital images. Instead, we 
should ask: how. Throughout the thesis, traditional art-historical research is 
confronted and challenged by the new approaches to the theme evolving around 
digital humanities. A cross-disciplinary modus operandi allowed for this study to 
contribute to knowledge on a number of topics: art-historical (digital) scholarship, 
thematic research collections, digital resources, as well as the genre of church interior 
paintings in the seventeenth-century Dutch art. The methodology of this project is 
therefore complex, combining traditional art-historical scholarship with new 
concepts of humanities going digital in both theory and practice.  
 

For the purpose of this study, a thematic research collection for the architectural 
paintings of the Oude Kerk in Delft has been created and described in detail. Its 
development was based on the research on art-historical thematic research collections 
and its findings, as well as best practice approach – the London charter to be precise. 
Such digital resources are being created for over two decades now, however, it is a 
subject overlooked in art-historical research. Therefore, this thesis is partially an 
attempt to address this problem in the context of the creation of the thematic research 
collection for this study.  
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1. Introduction 
 
The discipline of Art history witnessed a significant change in its research 
methodologies when photography became the main medium for reproduction and the 
circulation of images of works of art. In the past few decades, along with 
popularisation of the Internet and digital collections, we are facing yet another 
revolution in this matter. This time, it is with digital images dramatically taking over 
traditional photography.  
 
The way art historians approach and use digital resources is  currently a subject of 
many debates and discussions.1 We should no longer ask if art historians use digital 
images. Instead, we should ask: how. Ironically, those who ask those questions and 
search for answers are more often than not, from outside the art history departments. 
These are museums, libraries and archives that must keep up with the latest trends in 
digital images collections, their creation, management and preservation. Art 
historians use these resources regularly, but the majority do not seek to play an active 
role in the process of transformation from analogue to digital. This is further reflected 
in art-historical scholarship, training and education, where digital matter in research, 
career development and teaching is still scarce.  
 
If this thesis had to be depicted using just one image, it would be ‘Hercules at the 
crossroads’. Although not the Virtue, nor the Vice, is the subject of this dissertation, 
the essence of this metaphor truly reflects the two directions of the road it takes: art 
history and digital humanities. Following the mythological storyline, only one road 
should be chosen. However, as this thesis will demonstrate, there is an alternative 
road as a result of being lost in translation so-to-speak: “(…) Hercules at the 
‘crossroad’ isn’t, strictly speaking correct. At a crossroad I will generally have three 
ways of going forward – straight ahead, to the right, or to the left.”2 This compelling 
statement certainly reflects the aim of this research work to go forward, albeit its 
dichotomous character. The two disciplines, history of art and digital humanities, 
provided an invaluable research environment for this project.3 This cross-disciplinary 
approach allowed for this study to contribute to knowledge on the genre of church 

                                                
1 See bibliography: Digital Art History 

2 The quote comes from Geuss’s book ‘Outside Ethics’, who refers to Panofsky’s book (Erwin Panofsky, Hercules am Scheidewege und 
andere antike Bildstoffe in der neueren Kunst, Leipzig:Tuebner, 1930), and the origins of the title, which should contain the word ‘fork’ instead 
of ‘crossroad’ as a results of incorrect translation from Greek. See:  Geuss, R., Outside Ethics (Princeton University Press, 2009), p.78. 

3 There is an on-going discussion around the question if ‘digital humanities’ actually is a discipline, or sub-discipline, or none of them. See: 2.2. 
Research Question. 
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interior paintings in the 17th century Dutch art, as well as thematic research collection 
and use of digital resources in art-historical scholarship.   
 
This thesis explores the concept of thematic research collections in history of art, 
particularly relevant to the theme of the church interior paintings. In this area, it seeks 
to offer a comprehensive and scholarly contribution to the knowledge of TRCs in the 
context of art historical scholarship as well as to offer online platform and 
methodological framework for the study of the paintings themselves. Digital 
collections for research purposes and dissemination are being created for over two 
decades now, however, it is a subject rather overlooked in art-historical research. As 
demonstrated in the Literature Review, a thematic research collection, and the term 
itself, is rooted in digital humanities, particularly in the area of textual, rather than 
visual studies.4 At the same time, many art-historical digital resources adopted its 
principles, even if not referring to the term of thematic research collections directly. 
This created a situation, where such collections flourish and benefit art history as a 
discipline; yet, the involvement in their creation, development and evaluation from 
the art history community has been significantly constrained. At the other end of the 
scale, this situation is difficult to improve, as there are no guidelines or directives for 
art historians to allow or encourage a more pro-active involvement.  
 
One of the research questions shaping this dissertation evolves around art-historical 
thematic research collections asks ‘to what extent the theory related to scholarly rigor, 
best practice and standards implemented in creating such resources, is reflected in 
practice?’ To answer this question, this thesis provides an analysis of art-historical 
thematic research collections - an original contribution to knowledge of thematic 
research collections in the context of art history discipline. By identifying the good, 
the bad and the ugly of the practice, it aims to provide an overview of the state of the 
art and propose the best practice approach, which in result will help art historians to 
shape the future of such resources in art history. In other words, this dissertation 
addresses one of the key points of ‘Challenges for Art History in the Digital Realm’ 
from the KRESS report, as outlined by Diane M. Zorich5: 
 
  

                                                
4 The Literature Review was approached separately for the two main subjects of this dissertation: Thematic Research Collections (2.1.) and 
Interior paintings of the Oude Kerk in Delft (3.2.4.). 

5 Zorich, Diane M., ‘Transitioning to a Digital World’, 2012, p. 27. 
<http://www.academia.edu/download/31018497/Zorich_TransitioningDigitalWorld.pdf> [accessed 4 September 2014] 
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It is important to demonstrate to those in the field that digital 
analysis is one type of art historical analysis that can be fruitfully 
combined with art history’s more qualitative approaches to yield 
new insights and information. To drive this point home, efforts are 
needed that incorporate digital research and scholarship in tandem 
with traditional modes of art historical research and scholarship. 

 
The above investigation into thematic research collections acts as a base of the 
research environment created to study the paintings of the interior of the Oude Kerk 
in Delft. As a practical implementation and based on the findings of the analysis of 
art-historical TRCs, it proved to be an experimental lab where theory meets practice. 
It demonstrates the process of creating a thematic research collection with an insight 
into its different stages of development, challenges and functionalities it offers. 
Furthermore, it was important to place this TRC within a wider context of TRCs 
dealing with similar themes or methodology. As it stands, there is no other online 
resource dedicated to church interior paintings nor paintings of interior that would 
be relevant. This status quo led to a selection of TRCs that have the most in common 
with the church interior paintings collection on the grounds of the thematic approach 
and analytical tools and methodology, particularly using digital technologies.  
 
The subject matter of this thematic research collection originates in the author’s 
research work prior to undertaking the PhD programme. The paintings of the interior 
of the Oude Kerk belong to the genre of architectural paintings that flourished in the 
Dutch Republic around the middle of the 17th century. The genre itself only lasted a 
few decades, however, it produced hundreds of paintings, by only a handful of artists, 
representing the interiors of whitewashed churches across the Netherlands: 
Amsterdam, Delft, Haarlem and Utrecht to name a few. The views into the churches 
provide a versatile territory for art-historical research. To date, the focus of the 
research has been around two main areas: iconography and perspective. While the 
first area is considerable well researched, the latter still has a potential for further 
research and new findings. Overall, this topic is receiving a relatively little attention 
among scholars nowadays, and in 2015 it suffered a huge loss after the death of Walter 
A. Liedtke, a highly regarded expert in the field.6  
 

                                                
6 Sadly, one of the world’s leading scholars of Dutch and Flemish art and highly regarded specialist of Vermeer and Delft school, died in 
Metro-North Train crash in 2015. See: ‘Walter Liedtke, Our Friend and Distinguished Colleague (1945–2015) | The Metropolitan Museum of 
Art’ <http://www.metmuseum.org/blogs/now-at-the-met/2015/walter-liedtke> [accessed 14 October 2016] His PhD dissertation, ‘Architectural 
painting in Delft, 1650-1675’, and further publications, form one of the most important research studies of church interior paintings.  
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The Oude Kerk in Delft was selected for the thematic research collection of this 
dissertation as it is one of the most frequently depicted church interiors in the genre. 
The collection consists of eighty-four paintings by seven different artists and was 
compiled and analysed as a research collection for the first time. The common theme 
of the paintings, their variations in terms of the views depicted as well as the 
authorship provided a unique and rich material for this working collection. 
Additionally, as a thematic research collection this study can create a potential for 
further research on the genre and subsequently grow into a larger project due to its 
digital format. 
 
The key research question in relation to the church interior paintings of the Oude Kerk 
in Delft is that of the distortions in the perspective, proportions and compositions of 
the paintings. Furthermore, it aims to address the lack of comprehensive and detailed 
examination of all the known paintings of the Oude Kerk in Delft, particularly in the 
context of distortions. The common hypothesis is that the distortions were used in 
order to make the interior appear more spacious and monumental than it actually 
was. In order to effectively approach this hypothesis, it was necessary to examine the 
actual space of the church in comparison to the views from the paintings. Obtaining 
the most accurate representation of the interior was undertaken using laser scanning 
technology, which, in combination with perspectival  and compositional analysis of 
all the paintings in the collection, it allowed to challenge the hypothesis and ask new 
questions, such as: What can we learn from the collection as a whole? What can we 
tell about the distortions using new methods in their analysis? To what extend the 
distortions were deliberate or accidental? What is the potential for a further study of 
the genre?  
 
To answer the above questions, this study used a number of visual and computer-
based methods of analysis, which required a digital platform for their application and 
outputs. This led to creation of a thematic research collection to facilitate the research 
and make an original contribution to the knowledge of the genre of church interior 
paintings thanks to new methods and tools used. Although unique in its research 
theme, this art-historical thematic research collection was created with the best 
practice in mind. The analysis of seventy-four TRCs spanning two decades, provided 
a testing ground and a reference to some point for the process of building a TRCs for 
the church interior paintings of Oude Kerk in Delft. It helped to construct an optimal 
research environment for the theme using digital technologies and outline the most 
effective method of presentation of the research outputs – in a form of a thematic 
research collection.   
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1.1. Limitations 
 
To address the limitations of this research, it is important to note that in 2016 a 
number of initiatives came into sight, which in due course might significantly 
contribute to the subject of this research. However, as a work in progress, they have 
not been included in this dissertation. One of such initiatives was the Summer 
Institute on Digital Art History that took place in Zurich in between 4-14 September 
2016. It was called ‘Digital Collections. New methods and technologies for art history’ 
and explored a number of topics discussed in this study, e.g. Accessing, Organising 
and Analysing Digital Collections, Building Digital Collections and Digital Research 
Tools.7 Another example is the International Symposium on Evaluating Digital 
Cultural Resources (EDCR 2016), which took place on 12-13 December 2016. This 
symposium, although focused on digital cultural resources developed by Scottish 
cultural heritage institutions, it also covered related topics of creation and use of 
digital resources more broadly. It is a collaborative two-year project led by HATII 
(Humanities Advanced Technology and Information Institute) and the Hunterian at 
the University of Glasgow, and funded by the Royal Society of Edinburgh.8 In the 
beginning of 2016 the College Art Associations (CAA) and the Society of Architectural 
Historians (SAH), have jointly released their Guidelines for the Evaluation of Digital 
Scholarship in Art and Architectural History for Promotion and Tenure.9 Although it 
does not mention thematic research collections and approaches the subject from a 
different angle, it is noteworthy as a positive and important step forward for digital 
scholarship in art history and might lead to further developments. 
  
A further limitation of the research carried out on thematic research collections was 
the lack of a cohesive directory to find the resources in question. As described in 
section 3.1. Identification and analysis of the resources, the process of identifying art-
historical TRCs was laborious and complex, despite of using a range of methods to 
accommodate the search online. For this reason it was not possible to identify all the 
relevant TRCs. Furthermore, any art-historical TRCs launched after the analysis was 
complete, i.e. in 2016, were not included. Unlike printed resources, digital ones are 

                                                
7 ‘Digital Collections | New Methods and Technologies for Art History’ <http://digital-collections.online/en/> [accessed 15 October 2016] 

8 ‘About | Scottish Network on Digital Cultural Resources Evaluation’ <https://scotdigich.wordpress.com/about/> [accessed 15 October 2016] 

9 ‘CAA News | College Art Association » Blog Archive » CAA and SAH Release Guidelines for the Evaluation of Digital Scholarship in Art and 
Architectural History | CAA’ <http://www.collegeart.org/news/2016/02/23/the-college-art-association-and-the-society-of-architectural-historians-
release-guidelines-for-the-evaluation-of-digital-scholarship-in-art-and-architectural-history/> [accessed 15 October 2016] 
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changeable in their nature, thus the data gathered relates to the resource’s stage at the 
time of the analysis, which is clearly stated in the methodology and additionally 
supported in the documentation (each website was bookmarked and archived).  
 
The practice-based component of this dissertation, the thematic research collection 
on the paintings of the Oude Kerk in Delft also encountered a number of limitations 
in terms of the research. Firstly, as demonstrated in the study on the paintings, the 
scope of the collection here is set as eighty-four, but it is not definite. As is in the case 
of other genres, it is not possible to give an exact number of paintings that were 
produced at the time or that have survived to this day. Additionally, a large proportion 
of the paintings analysed, thirty-eight out of eighty four, are in private collections. 
This is a hugely problematic factor as the access to the artworks, or even detailed 
information about them, is very limited. Occasionally high-quality digital 
reproductions and additional information are to be found elsewhere, mostly on 
auction houses’ websites. The situation with institutional collections, e.g. museums, 
seems to be more accommodating, although it struggles with other issues, such as 
extremely peculiar ways of dealing with copyright, licensing and fees. For the purpose 
of this research all of the eighty-four paintings are digitally reproduced in the 
collection, however the type of licences and permissions they include vary 
significantly. This might become an issue when the thesis, and the TRC, will become 
accessible to the public. In short, some images will have to be removed or replaced by 
low quality ones from different sources.  
 
Another limitation that needs to be addressed is the focus on only one exemplar, the 
Oude Kerk in Delft in this case. The scope of this project did not allow for the 
examination of remaining churches across the Netherlands, such as the Oude Kerk in 
Amsterdam or St. Bavo in Haarlem. Admittedly, the Delft example is among the most 
depicted interiors and offers a fertile ground for study. This limitation however, to 
some extend is contained in the concept of the TRC as a working collection, which will 
expand and allow for further research of the genre. 
 
The last important limitation of this thesis was the context of the church interior 
paintings TRC within existing and relevant TRCs. There is no directly comparable 
examples of a TRCs on church interior paintings nor interior paintings in general. 
Because of the specific genre and medium, online resources focusing on architectural 
design only were not considered as their deal with actual designs rather than artistic 
representations of the interiors as it was the case in the seventeenth-century Dutch 
art. This led to a study of architectural TRCs that would have similar approaches to 
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the structure of the resource as a TRC or similar tools and methodology applied, rather 
than a study of like-for-like resources. 
 
 

1.2. Outline 
 
Chapter one, “Introduction” acts as an opening of the thesis and provides an overview 
of the research undertaken and its main topics. It also includes a section 
“Limitations”, which describes the boundaries of this study and necessary 
clarifications. This is followed by a section outlining the chapter structure of the 
thesis.  
 
Chapter two, ‘Thematic Research Collections’, sets the scene and provides an 
introduction to the concept, its background in digital humanities scholarship and 
analysis of its use in art-historical context. It begins with a ‘Literature Review’ (section 
0), which follows the development of the term and changing approaches to its format 
and functions. The following ‘Research question’ (section 0) outlines the challenges 
of the TRCs in the context of art-historical research and scholarship, and asks 
questions that this dissertation aims to answer. The next part “Art-historical Thematic 
Research Collections – then and now’ (section 0) provides an overview of a number 
of relevant TRCs in order to track the development of such collections from the 
perspective of history of art. Overall, this chapter paves the way for understanding of 
the concept of TRCs and its relevance to this study and its practice-led components.  
 
Chapter three, “Art-historical and Architectural Analysis in practice” builds upon the 
previous chapter and focuses on the thematic research collections in practice. The first 
section “Identification and analysis of the resources” (section 0) describes the process 
of finding the relevant best practice examples, which in turn would act as a source of 
guidance for this dissertation’s thematic research collection on the church interior 
paintings of the Oude Kerk in Delft. It provides a short content analysis and an 
overview of the state-of-the-art in terms of directories or listings of such collections. 
The following section “London Charter” (section 0) describes the principles of the 
methodological rigour in the computer-based visualisations for cultural heritage, 
which served as a guide for this thesis TRC. Finally, the last section “Overview of 
‘architectural’ TRCs” (section 0) aims to find the common ground and unique 
characteristics of those TRCs that deal with architectural theme in some form and are 
the most relevant in this study.  
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Chapter four, “Architectural paintings of the Oude Kerk in Delft” is the main subject 
matter of the thematic research collection in this study. The chapter starts with 
“Church interior in paintings – a short introduction” (section 0), which provides an 
introduction to artistic approaches to church interiors that partially led to the 
development of this genre in the 17th century Dutch art.  “Church interior in paintings 
and their historical context” (section 0) looks into the genre of the paintings itself in 
more detail, particularly the Oude Kerk in Delft, and describes the iconography of the 
paintings and their position within the Dutch culture in the 17th century. This is 
followed by the “Literature Review” (section 0), which presents the research on the 
theme to date and discusses the most significant findings, as well as the gaps and 
inconsistences that directly fuel this dissertation and its thematic research collection. 
 
Chapter five, “The space of the Oude Kerk in Delft: thematic approaches” is a 
continuation of Chapter four, but with a particular focus on the church space in terms 
of meaning and construction. The first approach refers to the transformation of 
church, holy space into a civic space that led to the development of the iconography 
and genre as a whole (section 0). The second approach focuses on the construction of 
the space in terms of the perspective and actual physical construction of the church 
and in terms of the intentional construction of the space, its projection by the artists 
(section 0).  
 
Chapter six, “Digital technologies and the architectural paintings of the Oude Kerk in 
Delft” describes the analysis of the paintings, its method and tools. This detailed and 
illustrative manner the chapter is structured was dictated by the digital applications 
and outputs of the analysis, which in turn are crucial for the thematic research 
collections in this study. This first approach to the analysis of the paintings of the 
Oude Kerk in Delft, “2D Analysis” (section 0) is based on two-dimensional aspects of 
the works. In other words, it explores the paintings’ view ‘as is’ using three methods 
that combine digital image editing and processing with traditional art-historical 
method of visual analysis.  The first method, a linear perspective study, is based on 
linear perspective systems and derivations found in the paintings. The second 
method, a viewpoint analysis, incorporates topographical examination of the church 
interior based on archival ground plans and its relation to the spatial arrangements 
represented on the paintings. The third method, derived from the viewpoint analysis, 
uses a viewshed analysis that surveys the lines of sight as appear on the paintings.  The 
second approach described in this chapter, “3D Analysis” (section 0) is entirely 
dedicated to the three-dimensional analysis of the church interior in situ, providing 
the background of the laser scanning project, the methodology used, data acquisition 
and processing, followed by results. 



 20 

 
Chapter seven, “TRC: Architectural Paintings: Oude Kerk in Delft”, provides a 
walkthrough the thematic research collection created for this dissertation. This 
includes the aspects of the TRC that relate directly to the research theme, 
methodology and findings, as well as the technical and functional aspects of the TRCs 
dictated by the results of the study of art-historical TRCs and guidance their provided. 
Every section in this chapter refers to, and, consequently links to the thematic 
research collection online. Where possible a screenshot of related page is provided 
and referenced in order to illustrate the subjects covered in this chapter. The 
“Platform” (section 0) describes the digital platform used for the creation of this TRC 
its characteristics. The next section “Online collection” (section 0) outlines the 
structure of the collection within the TRCs, followed by the section “Paintings” 
(section 0) focusing on digital reproductions of the artworks themselves. The next two 
sections, “2D visualisations” (section 0) and “3D visualisations” (section 0), outline 
the presentation and function of the 2D and 3D analysis in the TRCs.  
 
Chapter eight, ‘Conclusions’, provides final remarks and a discussion of the main 
findings of the research undertaken. This chapter is divided into three sections, in 
order to clearly summarise the particular parts of this theory- and practice-based 
project. The first section will provide conclusions related directly to the research on 
the architectural paintings of the Oude Kerk in Delft (section 0), followed by 
conclusions on art-historical thematic research collections (section 00). The last 
section, will act as a closure for this thesis, drawing on the conclusions from the 
previous two in the context of a wider discussion of digital scholarship in art history 
(section 0). 
 
 
 

2. Thematic Research Collections  

 

2.1. Literature Review 
 
Art historians commonly use digital image collections and the number of such online 
resources is growing rapidly, although not simultaneously with their theoretical 
framework and terminology. This lack of integrated and cohesive structure leads to a 
variety of terms being used in naming these resources, which reflect the dichotomy 
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between computer science and the humanities. The most common combine one of the 
computer-based terms such as: online, electronic, digital, virtual with terms derived 
from a vocabulary of the humanities: archive, collection, library, edition. These 
combinations refer to projects based not only within culture and heritage, but also 
within private and academic sectors. 
         
In the humanities, one term has gained a significant preference: digital scholarly 
edition (hereafter referred to as DSE), which has been influenced by emerging digital 
humanities methodologies over the past twenty years. This name refers mainly to text-
based disciplines due to its origins in literature editions. Gabler in his article 
'Theorizing the Digital Scholarly Edition' focuses only on textual material and does 
not mention any DSE in relation to visual content. He acknowledges the importance 
of the illustrative, "visual face" of a manuscript for example as being "by nature 
spatial, and thus to be apprehended visually before textual sense is (and often even: 
before textual sense can be) made of them."10 He also makes a distinction between 
text and work, but following McGann's terminological correlation he sees 'work' as a 
literary work, not a work in art history terms.11  
          
A more relevant term in relation to the discipline of art history could be a thematic 
research collection (hereafter referred to as TRC), which was introduced in 1999.12 
John Unsworth, a leading advocate of the term TRC, has “applied a label to what 
seems to [him] a major new genre, calling it the ‘Thematic Research Collection’."13  
The ‘new genre’ should be considered here as an umbrella term for emerging forms of 
digital scholarship and publication rather than a thematic research collection on its 
own. These forms, such as: digital archives, online collections, digital libraries, digital 
editions, electronic journals and others, became widely used across the Internet, be it 
as a new genre of digital scholarship altogether or new genres on their own. Unsworth 

                                                
10 Hans Walter Gabler, ‘Theorizing the Digital Scholarly Edition’, Literature Compass. Scholarly Editing in the Twenty-First Century, Literature 
Compass, 7.2 (2010), 43–56 <http://dx.doi.org/10.1111/j.1741-4113.2009.00675.x>. For DSE guidelines see: Guidelines for Editors of 
Scholarly Editions in Reports from the MLA Committee on Scholarly Editions, Modern Language Association, Last revised 29 June 2011. 
http://www.mla.org/cse_guidelines#d0e203 

11 Jerome J. McGann, The Textual Condition (Princeton University Press, 1991), p.77.  

12 Daniel Pitti used the term in October 1999 in his talk Thematic Research Collections: A New Genre in Humanities Publishing at a seminar 
series organized by the Computer Science English Initiative at University College Dublin. ‘CoSEI at UCD: Thomas MacGreevy Chronology and 
INTENTS’ <http://www.ucd.ie/cosei/pitti2.htm> [accessed 5 November 2015]. 

13 Unsworth in his presentation “The Humanist: ‘Dances with Wolves’ or ‘Bowls Alone’?” claimed that it was in 2000, at the National Initiative 
for a Networked Cultural Heritage (NINCH) building-blocks meeting, when he applied the ‘label’ TRC. At the same time, he noted that “Pitti 
may be the originator of the term; Susan Schreibman has also used it, and her use could probably be traced to Daniel; Carole Palmer, at 
UIUC, has also come up with [sic], independently, I believe).”  
John Unsworth, ‘The Humanist: “Dances with Wolves” or “Bowls Alone”’, in Association of Research Libraries Scholarly Tribes and 
Tribulations: How Tradition and Technology Are Driving Disciplinary Change (presented at the Association of Research Libraries, Washington, 
DC, 2003) <http://www.arl.org/storage/documents/publications/scholarly-tribes-unsworth-17oct03.pdf> [accessed 10 November 2014]. 
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even considered a TRC to be “the genre of scholarship that will replace the book.”14 
However the ‘label’ TRC has not been as commonly employed in the humanities. 
  
Interestingly, the three examples given by Unsworth to demonstrate his statement do 
not use the term TRC in their name and only one refers to TRC in its description from 
that time. ‘The Uncle’s Tom’s Cabin and American Culture’ is a ‘Multi-media [sic] 
Archive’ that provides access to the primary material and its context (launched in 
1998).15 The ‘Tibetan and Himalayan Library (THL)’, according to the description on 
the snapshot of the site provided by Unsworth, aimed to create an international 
information community of people, collections and tools to enable collaborative 
research.16 According to Susan Schreibman’s citation of the THL’s website in 2009, its 
description was heavily constructed on TRC’s concept as a collection that is rooted in 
a scholarly theme, accumulates and integrates relevant resources (primary, 
secondary, reference literature) and functions as a publisher at the same time to 
facilitate and organize focused research (Schreibman’s full citation including ellipses): 
17  
 
“A thematic research collection begins with the selection of a scholarly theme, which 
could be an author, a genre, a movement, a city, a historical period, or a canonical 
body of literature […] It is thus intentional in that one formulates a criteria and then 
builds a collection based on that criteria […] The collection then accumulates the 
relevant resources in primary, secondary and reference literature, and then actively 
integrates them in a single, interlinked medium, unlike a traditional print collection. 
Another characteristic is that […] a thematic research collection also functions as a 
publisher […] it facilitates and organizes focused research on a particular theme or 
area, such that it integrates the activities and interests of archivists, librarians, 
publishers, and scholars […becoming] projects that constitute collaborative reference 
works without traditional limitations on length […].”   
 
The library evolved over time, the description cited by Schreibman is not traceable 
anymore and currently THL calls itself ‘a publisher of websites, information services, 

                                                
14 John Unsworth, The Crisis in Scholarly Publishing in the Humanities, ARL, June 2003, p.2. 
<http://www.arl.org/storage/documents/publications/arl-br-228.pdf>. 

15 A snapshot of the website provided by Unsworth: John Unsworth, ‘Thematic Research Collections’ (presented at the MLA Annual 
Conference, Washington DC, 2000) <http://people.brandeis.edu/~unsworth/MLA.00/> [accessed 20 September 2014]. Current link to the 
‘Uncle Tom’s Cabin & American Culture’ <http://utc.iath.virginia.edu/> [accessed 4 November 2015]. 

16 Unsworth listed it as Tibetan and Himalayan Digital Library as formerly known – the project started in 2000. Snapshot of the website 
provided by Unsworth. Ibidem. 

17 Susan Schreibman, ‘The Text Encoding Initiative. An Interchange Format Once Again’, Jahrbuch Für Computerphilologie, 10 (2010), 11–24 
<http://computerphilologie.tu-darmstadt.de/jg08/schreibman.html>. 
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and networking facilities relating to the Tibetan plateau and southern Himalayan 
regions.’18 Finally, the ‘William Blake Archive’ is described by a number of different 
terms, such as an international public resource and hypermedia archive, but not as a 
TRC.19 
 
It is clear that the initiative to create a name for this new type of online collection with 
a strong focus on research capabilities, rather than only access, was not successful. 
The concept itself is still evolving regardless of the terminology used, and similar to 
many other areas in academic online environments, it is problematic and far from a 
firm definition. Although the term TRC did not prove to be sustainable enough in 
practice, the discussion around its theoretical frame and characteristics is ongoing. 
After Unsworth, Pitti, Schreibman and others taking part in this discussion, it was 
Kenneth M. Price who pointed out the misfortune of the term. He claimed that 
electronic edition modus is imperfectly described by terms such as edition, project, 
archive, thematic research collection, and considered the latter to be “a new type of 
scholarly edition that is often a traditional edition and more”.20 Furthermore, he 
accurately suggested that TRC might be "the most accurate term for what many of us 
are attempting, but it has not gained currency because it is neither pithy nor 
memorable."21  
 
On another occasion, while discussing one of the most successful examples of a TRC, 
‘The Walt Whitman Archive’22, of which Price is a co-director, he described it as a TRC 
despite the fact it has been called an archive since its inception in 1995.23 This links 
to the unfortunate usage of the term, although its accuracy is most appropriate. Price’s 
further remarks justify the match between what the Whitman Archive includes and 
what a TRC facilitates: “A digital thematic research collection might be described as a 
laboratory for the humanities that approaches the ideal of amassing all needed 
research materials in a single location. Thematic research collections embrace many 

                                                
18 ‘The Tibetan and Himalayan Library Homepage’ <http://www.thlib.org/> [accessed 12 December 2015]. 

19 John Unsworth, ‘Thematic Research Collections’ (presented at the MLA Annual Conference, Washington DC, 2000) 
<http://people.brandeis.edu/~unsworth/MLA.00/> [accessed 20 September 2014].  
‘The William Blake Archive Homepage’ <http://www.blakearchive.org/blake/> [accessed 12 December 2015]. 
Current website: http://www.blakearchive.org/blake/  

20 Kenneth M. Price, “Electronic Scholarly Editions.”, in A Companion to Digital Literary Studies, ed. Ray Siemens,  Susan Schreibman, 
(Oxford: Blackwell, 2008) , pp. 434–50.  

21 Kenneth M. Price, ‘Edition, Project, Database, Archive, Thematic Research Collection: What’s in a Name?’, Alliance of Digital Humanities 
Organizations (ADHO), Digital Humanities Quarterly (DHQ), 3.3 (2009), p.26. 
<http://www.digitalhumanities.org/dhq/vol/3/3/000053/000053.html> [accessed 3 March 2014]. 

22 ‘The Walt Whitman Archive’ <http://whitmanarchive.org/> [accessed 12 December 2015]. 

23 D.H. Blake and M. Robertson, Walt Whitman, Where the Future Becomes Present, Iowa Whitman Series (University of Iowa Press, 2008), 
p. 77.  <https://books.google.ie/books?id=3yXUGeO6h1cC>. 
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types of materials not seen in typical print editions devoted to an individual writer.”24 
In his publication from the following year, he put it in similar words, but highlighting 
the relationship between the terms ‘archive’ and TRC: “Many thematic research 
collections - also often called archives - aim toward the ideal of being all-inclusive 
resources for the study of given topics.”25 The latter citation has formed a proposed, 
rather than given, definition of a TRC in 2014 in the Lexicon of Scholarly Editing, 
which is a joint initiative of the European Society for Textual Scholarship (ESTS) and 
the Centre for Manuscript Genetics (part of the research group Literature and 
Modernity, University of Antwerp).26  
 
It is highly questionable that the term TRC will make its way into lingua franca of the 
humanities. As demonstrated, the term is being widely discussed but not applied in 
practice. Consequently, new digital formats of scholarship are being created using 
‘familiar’ names such as archives, collections, editions, projects, databases, libraries 
and so on. Moreover, the use of these names has become less rigorous than their use 
in the non-digital environment. Price, in his article adequately titled: “Edition, 
Project, Database, Archive, Thematic Research Collection: What's in a Name?” 
explores the implications of the terms we use in relation to digital scholarship. His 
remarks, although grounded specifically in the large-scale text-based electronic 
resources, provide an insightful explanation and retrospective of a number of terms. 
Nevertheless, these conceptions do not always match nor clarify what our “collective 
enterprise[s]” attempt. 
  
If the practical consensus about the term(s) is so difficult to achieve, we should try to 
‘(re) invent’ a new term. As the TRCs are collaborative in nature, hybrid and multi-
layered in their scope and functionality, both from the technological and philosophical 
points of view, the new term should reflect that throughout. Furthermore, a re-use of 
any of the terms mentioned so far could not be an ultimate solution because of the 
etymological and historical associations they express. In 2006, Peter Shillingsburg 
proposed a term knowledge site.27 This concept, “as opposed to an archive or a 
scholarly edition”, evolves around the well-established communities or resources in 
the non-digital environment, which Shillingsburg calls “worlds”. These are: the world 
of academe and scholars in conjunction with publishers, the world of libraries, 

                                                
24 Ibid. 

25 Kenneth M. Price, “Electronic Scholarly Editions.”, op.cit. 

26 Dillen, Wout, ‘Thematic Research Collection | Lexicon of Scholarly Editing’, Lexicon of Scholarly Editing, 2014 
<http://uahost.uantwerpen.be/lse/index.php/lexicon/thematic-research-collection/> [accessed 12 December 2015]. 

27 Peter L. Shillingsburg, From Gutenberg to Google: Electronic Representations of Literary Texts (Cambridge University Press, 2006), p.95. 
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archives and collections, and finally the world of governmental, institutional and 
private funding, the latter being closely linked to “print-knowledge development and 
maintenance.” If we replace word ‘knowledge’ with a word ‘research’ in his statement 
that: ”These ‘worlds’ support knowledge, knowledge generation and knowledge 
dissemination”, then we are closer to the function of the TRCs themselves.  
 
Price sees the term knowledge site as too generic and vague. Indeed, this term could 
be easily mistaken for, or associated with, general knowledge endeavours, places and 
institutions. Regardless of the term itself, Shillingsburg’s model is yet another attempt 
to transition from print to digital scholarship and publishing. In response, Price 
proposed a more far-reaching alternative: arsenal. His rationale is based on the 
etymology of the term with an emphasis on connotations such as workshop, skill, 
craft, making, exchange, and storage. In this sense, Price’s understanding of TRC as 
being something more than just a collection, archive, project or resource highlights 
that the process (research methods) is as important as the products themselves (texts, 
images). Although he is aware of “the obvious objection to the term arsenal [as] 
militaristic in current usage”, he argues that the term might shift in a similar way to 
the term magazine (i.e. from storehouse to periodical publication).  
 
Since 2009 the term arsenal has not been common, nor has the term knowledge site. 
As demonstrated, inventing new terms did not succeed. On the other hand, not 
inventing new terms gives the emerging TRCs some kind of a status quo, which 
prompts the use of familiar terms or names borrowed from print scholarship. The 
latter would perhaps succeed if there were agreed elements such as structures, defined 
frameworks, correct nomenclatures and evaluation guidelines in place. In print 
scholarship and publication, these elements are well established. In digital 
scholarship we have online journals, e-books and others, which are, to some extent, 
only merely electronic equivalents of printed media. Websites and blogs as new means 
of scholarly output in some cases, could be encountered here too, although their 
position in digital scholarship vary among disciplines or research circles. Digital 
counterparts of physical institutions such as archives, libraries, and museums are also 
well established; nevertheless, in many cases they attempt to recreate the analogue 
structures in digital domain. In other words, it is that ‘more’ aspect that does not fit 
in the traditional boundaries dictated by the familiar, yet non-digital facets.28 
Consequently, if TRCs as the attempts to create those ‘resources and more’ are to 

                                                
28 Although there are many different approaches to and understandings of TRCs among scholars (as illustrated above), the ‘more’ aspect 
seems to be one of the main points raised. For example, a digital collection created by a museum usually attempts to make the collection 
accessible online. On the other hand, a digital collection as a TRC attempts to not only provide access to a collection of items, but also 
contextualize, enable and present the research, document the research process, incorporate relevant materials, and many ‘more’. 
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reclaim their place in (digital) scholarship, they need to establish their own structures, 
frameworks, nomenclature and evaluation guidelines, regardless of the term or terms 
to be acclaimed. 
 
Aside from the terminology, there has been an on-going discussion, although much 
more homogenous, about TRCs’ components and function. Unsworth characterized 
TRCs as being, among other things:29 
 
1. Necessarily electronic (because of the cost of 2, 3, 8) 
2. Constituted of heterogeneous datatypes (multimedia) 
3. Extensive but thematically coherent 
4. Structured but open-ended 
5. Designed to support research 
6. Authored (and usually multi-author) 
7. Interdisciplinary 
8. Collections of digital primary resources (and they are themselves  
second-generation digital resources) 
 
Carole L. Palmer in the 'Companion to Digital Humanities' modified Unsworth’s list 
of descriptors by making a distinction between content and function of TRCs and 
adding “emerging features of the genre” (Table 1).30 Both Unsworth and Palmer 
presented a rather generic and broad concept of TRC in their approach. Furthermore, 
Palmer described TRCs as "digital aggregations of primary sources and related 
materials that support research on a theme", which could in practice be applicable to 
most digital collections in the humanities. A similar view on TRCs was given by 
Andrew Jewell: “The thematic research collection is, in its most ambitious form, an 
attempt to digitally gather all the basic materials for one subject together in one place, 
to provide every reader, student, and scholar access to materials that traditionally 
have only been available to the privileged few that could afford to travel to archives 
around the world and carefully examine physically dispersed materials.”31 Although 
Jewell’s quote was published five years after Palmer’s work, it is clear to see that TRCs 
has not advanced much further from being seen as merely “digital aggregations”.  
  

                                                
29 John Unsworth, ‘Thematic Research Collections’ (presented at the MLA Annual Conference, Washington DC, 2000) < 
http://www.people.virginia.edu/~jmu2m/MLA.00/MLA-00-0.html> [accessed 20 September 2014].  

30 Palmer, Carole L., 'Thematic Research Collections' in A Companion to Digital Humanities, ed. Susan Schreibman, John Unsworth and Ray 
Siemens, (Oxford: Blackwell, 2004) <http://www.digitalhumanities.org/companion/> [accessed 4 March 2014]. 

31 Jewell, Andrew, ‘Digital Editions: Scholarly Tradition in an Avant-Garde Medium’, Faculty Publications, UNL Libraries, 2009, 183, p. 31. 
<http://digitalcommons.unl.edu/cgi/viewcontent.cgi?article=1193&context=libraryscience> [accessed 23 November 2014]. 
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Content Function 

Basic elements  

* Digital Research support 

* Thematic  

Variable characteristics  

* Coherent Scholarly contribution 

* Heterogeneous Contextual mass 

* Structured Interdisciplinary platform 

* Open-ended Activity support 

Table 1. Features of thematic research collections (Palmer 2004). 

 

 
The “emerging features” of TRCs given by Palmer back in 2004 are interesting to 
reflect on today, over a decade later, and review how they have performed since. 
Scholarly contribution, for example, was understood as a creation and use of the 
resources by scholars, and a creation of new research as a result. However, Palmer’s 
approach was more orientated towards the creators - scholars, and their role in the 
process. This aspect should be a fundamental feature of TRCs in order to make them 
‘more’ than just accessible aggregators. Interestingly, Palmer accurately recognized 
the need for “a new kind of scholar, or team, with a distinct mix of expertise in at least 
three areas”, which evolve around humanities research (“specific subject matter and 
associated critical and analytical techniques”), computer science (“technical 
computing processes”) and “content selection and organization”. Although the 
number of such scholars is rising due to the impact of digital humanities ethos, we are 
still quite far from fulfilling this need. Certainly this approach requires collaboration 
between scholars and experts such as those mentioned by Palmer. 
 
A contextual mass model, according to Palmer, evolves around the theme and a 
system of different materials, sources and subjects that “work together to support 
deep and multifaceted inquiry in an area of research.” Furthermore, she points out 
that this “mass” is often based on selection of materials and sources achieved through 
a process of privileging. This is still certainly a common issue, unlike printed 
publication, a digital and open-ended one can expand and continue to grow far 
beyond the core theme and its context. Palmer does not mention the technological 
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aspects of these materials and resources’ formats, display and use that are 
dramatically affected by the technological change over time. Furthermore, to use of 
new digital tools and methods might have repercussions on the contextual mass itself.  
 
The third “emerging” feature mentioned by Palmer is an “Interdisciplinary platform”, 
which relates to TRC as being an aggregation of not only diverse sources, but also from 
across, and of interest to, other disciplines. Although this is seen as a promising 
feature of a high potential for interdisciplinary research, to some extent it contradicts 
the limitations of the “contextual mass” created around the theme. Overall, this aspect 
of digital collections, as well as a vast number of academic research projects in 
academia nowadays, is extremely important from the perspective of cross-disciplinary 
research, digital humanities and funding opportunities. 
 
The last feature, the “activity support”, was presented by Palmer as a range of digital 
tools and methods that support research activities: searchable databases, text analysis 
(annotating, comparing, referring, selecting, linking, etc.), controlled vocabulary, 
image analysis (viewing, descripting, annotating, comparing) and geographic 
information system (GIS). The prominent medium supported by most of the listed 
tools and methods is text, which relates to the time the text was written and the 
dominance of text-based sources within digital humanities research. 
  
Palmer, drawing on Unsworth’s work, attempted to foresee the challenges the TRCs 
would face in future. Although her “emerging” features are only a small part of the 
actual features that emerged around TRCs since 2004, it was, and still is difficult to 
predict these aspects and challenges that digital research collections are facing, 
predominantly due to the technological change. Furthermore, to some extent the 
features of a given TRC are dictated by the theme, scope and medium of the collection, 
thus the components and functions vary.  
 
Jewell, referring to Palmer’s work, described the TRC in 2009 as “simply a multi-
format extension of the drive behind documentary editions”.32 Although digital 
documentary editions have more in common with DSEs than TRCs, Elena Pierazzo’s 
view on the content and function of digital editions is very close to what TRCs attempt 
to be: “Perhaps we should just stop trying to map digital editions to printed ones and 
instead recognize that we are producing a different type of object, one that we can 
perhaps call a documentary digital edition. This new object necessarily comprises all 
three components of a digital publication—the source, the output and the tools to 

                                                
32 Ibid., p. 33. 
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produce and display it—and it is worth emphasizing again that all three are scholarly 
products that result from editorial practice.33 
 
The above approaches to TRCs seem to be directly linked with the type of projects 
carried out by research institutions and collections holders at the time. The 2000s was 
a decade of mass digitisation in the United States and in the UK, such as the Google 
Books and the Internet Archive to name only two, and it was the time when significant 
resources were used to digitize as much as possible and as quickly as possible.34 The 
TRCs, both in theory and practice, are much smaller in scale and focused on a theme 
or topic, however, the very core of both, the TRCs and mass digitisation projects, 
consists of digitized material and its accessibility online. Since the late 2000s this 
trend of mass digitisation has slowed down, partly due to the global economic 
situation, which also affected the funding and resources, especially across national 
collections; and partly due to the aggregated material to date on an enormous scale.  
 
What is more evident today is the emphasis on the quality over quantity, and the use 
of the already digitised material in new ways. This need for more advanced and 
beneficial modus operandi of digitised materials is growing. In 2011 John Bryant 
reflected on the history of the TRC’s referring to Price’s terminological nuances. He 
admitted that the term TRC, preferred by Price, indeed “seems to move away from the 
dusty, static ‘implications of ‘archive,’ and is intended to suggest a place where more 
kinds of material [...] can be brought together.”35 He suggests, in the case of the 
Melville Electronic Library (MEL) for example, that a more appropriate term would 
be a ‘critical archive’, and as a completed project it would “contain multitudes.”36 He 
adds: “But more: my conception of MEL is that it will also include programs, like Text 
Lab, that enable users to build more knowledge out of the available content stored in 
the edition, archive, knowledge site, or research collection.”37 
 

                                                
33 Pierazzo, Elena, ‘A Rationale of Digital Documentary Editions’, Literary and Linguistic Computing, 26.4 (2011), pp. 474–75. 
<http://dx.doi.org/10.1093/llc/fqr033> [accessed 12 December 2015]. 

34 ‘Google Books History – Google Books’ <https://books.google.com/intl/en/googlebooks/about/history.html> [accessed 12 December 2015]. 
‘Internet Archive: About IA’ <https://archive.org/about/> [accessed 12 December 2015]. For a comprehensive overview of the mass-digitisation 
projects in the past few decades, see: Digitisation Perspectives, ed. by Ruth Rikowski (Springer Science & Business Media, 2011), particularly 
the chapters: Melissa M. Terras, ‘The Rise of Digitisation: An Overview’ and Ruth Rikowski, ‘Digital Libraries and Digitisation: An Overview and 
Critique’; P. Gooding, M. Terras and C. Warwick, ‘The Myth of the New: Mass Digitization, Distant Reading, and the Future of the Book’, 
Literary and Linguistic Computing, 28.4 (2013), 629–39 <http://dx.doi.org/10.1093/llc/fqt051> 

35 Bryant, John, ‘Where Is the Text of America? Witnessing Revision and the Omlien Critical Archive’, in The American Literature Scholar in 
the Digital Age, ed. by A.E. Earhart and A.W. Jewell, DOAB Directory of Open Access Books (University of Michigan Press and University of 
Michigan Library, 2011), p. 163.  

36 ‘The Melville Electronic Library’ <http://www2.iath.virginia.edu/melville/> [accessed 12 December 2015]; ‘The Life and Works of Herman 
Melville’ <http://www.melville.org/melville.htm> [accessed 12 December 2015]. 

37 Ibid. 
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The latter note is very interesting from the perspective of thematic research 
collections then and now. The development of technologies and their more and more 
advanced applications in the humanities allow us to take more courageous steps in 
creating resources such as thematic research collections and positioning them firmly 
in the Web 2.0. At the same time, the digital humanities community is not only using 
the term of TRC more often, but also formulating new concepts of digital scholarship, 
where the TRC is becoming one of the many other options.  
 
William G. Thomas recently proposed a typology in his article “What is Digital 
Scholarship? A Typology".38 He recognizes three types of digital scholarship, although 
he admits it is only a starting point for a further discussion. His chart “offers one way 
to consider a typology for digital scholarship in the humanities” and consists of 
Interactive Scholarly Works, Digital Projects or Thematic Research Collections and 
Digital Narratives, of which characteristics “are not meant to exclude or restrict the 
definition of digital scholarship” (Table 2).39 Although this is a proposed typology and 
provides only a few examples within the categories, the coming years will show if this 
model is sustainable enough to face the methodological and technological 
developments in the humanities. Thomas himself based his interpretation on 
Palmer’s review of such works back in 2004, but addresses possible upcoming 
additions, such as “interpretive scholarship embedded within and in relationship to 
the [thematic research] collection”, historical simulations and humanities-oriented 
games to name a few.40  
 
Contrary to Palmer’s and Unsworth’s ‘typologies’, Thomas proposes more defined 
characteristics, particularly in the technical sense as in the case of ‘Components’ for 
example, which reflect the state of the art at the time of the publication. The 
technologies change significantly and often nowadays and, as such, should not be a 
component of categorisation. The types of digital scholarship themselves are 
problematic as they represent three rather streamlined options. An ‘Interactive 
Scholarly Work’ might share some characteristics with a Thematic Research 
Collection and Digital Narratives for example. The options for their correlations in 
terms of characteristics are many. Furthermore, in most cases the projects are unique 

                                                
38 Thomas III, William G., ‘What Is Digital Scholarship? A Typology’, William G. Thomas III, 2015 <http://railroads.unl.edu/blog/?p=1159> 
[accessed 12 December 2015]. Thomas’s essay in the ‘New Companion to Digital Humanities’ deals with this topic in depth (in print January 
2016): A New Companion to Digital Humanities, ed. by Susan Schreibman, Ray Siemens, and John M. Unsworth (John Wiley & Sons, 2015).  

39 Ibid. Direct link to the chart: <http://railroads.unl.edu/blog/wp-content/uploads/2015/02/visualmatrix2015.pdf> 

40 Ibid. It is interesting to see the model already being in use by the University of Utah, which not only lists the three categories of projects on 
its Library website, states that “The project typology utilized in this Project Portfolio is based on William G. Thomas’ article ‘What is Digital 
Scholarship? A Typology’ “, but also gives a short overview of each based on Thomas typology: ‘Project Portfolio - Marriott Library - The 
University of Utah’ <http://www.lib.utah.edu/services/digital-scholarship-lab/projectportfolio> [accessed 13 December 2015]. 
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and address specific research questions, have different objectives and deal with 
different content, technologies and so on. For those reasons, Thomas’s typology seems 
to provide an invalid solution from the start. Perhaps a more adaptable approach 
should be proposed, allowing for selection and combination of as many characteristics 
as needed by a particular project (Table 3). 
  

  

Interactive Scholarly 
Works 

 

 

Digital Projects  

or Thematic Research 
Collections 

 

 

Digital Narratives 

Type of Data Homogeneous, Primary Heterogeneous, Primary Integrated, Layered 

Components APIs, Scripting Schema, Data Models Analysis, Modules 

Organisation Hypothesis Theme or Subject Criticism 

Scope Tightly-defined Capacious Problem-oriented 

Interpretative 
Nature 

Query-based Affordances Multi-modal 

Character Procedural Inquiry Open Ended User-directed, 
Hypertextual 

Examples ORBIS 
orbis.stanford.edu   

Visualizing Emancipation 
dsl.richmond.edu/emanci
pation  

Railroaded 
railroaded.stanford.edu  

Who Killed William 
Robinson? 
canadianmysteries.ca/en/
robinson.html 

O Say Can You See: 
Early Washington D.C. 
Law and Family 
earlywashingtondc.org  

Valley of the Shadow 
valley.lib.virginia.edu 

Whitman Archive 
whitmanarchive.org 

Mapping the Republic of 
Letters 
republicofletters.stanford.e
du 

Digital Gazetteer of the 
Song Dynasty  
songgis.ucmerced.edu 

The Differences Slavery 
Made 
www2.vcdh.virginia.edu/
AHR 

Gilded Age Plains City 
gildedage.unl.edu 

Who Shot Liberty 
Valance? 
mamber.filmth.ucla.edu/L
ibertyValance 

Hearing the Music of the 
Hemispheres 
scalar.usc.edu/anvc/musi
c-of-the-hemispheres 

Queering Slavery 
Working Group Tumblr 
http://qswg.tumblr.com/ 

Table 2. Typology of Digital Scholarship (Thomas 2015). 

  



 32 

 

  

Interactive Scholarly Works 

Digital Projects 

Thematic Research Collections 

Digital Narratives 

Others 

Type of Data e.g. Homogeneous, Heterogeneous, Primary, Integrated, Layered 

Components e.g. APIs, Scripting, Schema, Data Models, Analysis, Modules 

Organisation e.g. Hypothesis, Theme or Subject, Criticism 

Scope e.g. Tightly-defined, Capacious, Problem-oriented 

Interpretative Nature e.g. Query-based, Affordances, Multi-modal 

Character e.g. Procedural Inquiry, Open Ended, User-directed, Hypertextual 

Table 3. Typology of Digital Scholarship (Thomas 2015) rearranged by the author. 

 
 
Another example of a ‘restitution’ of the term TRC in the recent years is its appearance 
in the Digital Humanities Data Curation (DHDC) resource guide among “major types 
of research objects and collections that present distinctive forms of data and 
distinctive curation challenges.”41 What is striking is the fact that the TRC is discussed 
here from the perspective of data curation. Although it is, and should be, an evident 
aspect of any digital scholarly resource and its longevity, previously discussed 
publications did not address it at all. Furthermore, the DHDC gives a more detailed 
technological approach to the TRCs: 
 

[...] where text data, images, and contextual information are bound 
together in highly structured ways. Such collections can be treated, 
for some purposes, as a simple aggregation of individual assets 
(XML files, image files, etc.) but the organization of the collection 
and the editorial logic that is represented in ancillary materials such 
as stylesheets and configuration files is likely to be extremely 
significant, not only in making sense of the collection but also in 

                                                
41 Julia Flanders and Trevor Muñoz, ‘An Introduction to Humanities Data Curation | DH Curation Guide’, Digital Humanities Data Curation 
<http://guide.dhcuration.org/contents/intro/> [accessed 13 December 2015]. 
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recovering the editorial intentions and decisions that constitute it as 
scholarship. 

 
The other important aspect of a TRC, an ‘interpretive layering’, proposed by the DHCC 
include: 
 

• the mark-up encoding information and the mark-up itself 

• metadata (“which may carry details of editorial principles”) 

• annotations 

• commentary 

• stylesheets 

• interface design 
 
This basic, but essential configuration of TRCs as multi-modal platforms is a sign of 
moving forward from the conceptual understanding and interpretation, especially 
given by Price and Palmer, to more methodological and technical approach. It is also 
a sign that there is a growing need for evaluation of TRCs created to date and reflection 
on their position within digital scholarship practice. This links to the layers listed 
above and the activities they engage, such as data curation and data visualisation for 
example. In this context, TRCs are not, or should not be, ‘merely’ digital aggregations 
of objects, but should foster creating new knowledge as a result. 
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2.2. Research question 
 
The concepts of TRC vary as much as the applications of them. This is particularly true of 
the history of art and architecture, where the term itself has not been employed yet, either 
in theory or practice. In digital humanities this situation is similar in terms of practical 
applications. However, there has been a growing interest and attention given to TRCs in 
theoretical works since 2000s.42 Although the term is not fortuitous in its adoption across 
applied nomenclature, the actual principles and foundations of TRCs as bare bones of 
digital projects developed online in the past few decades are hugely successful. This can be 
found across all humanities disciplines, where, regardless of terminological boundaries and 
obstacles, the projects are being created and used.  
 
There is no doubt that the humanities benefit from such initiatives in many ways, from the 
use as teaching resources, through collaborations and new institutional and scholar 
partnerships, to new ways of research dissemination and outreach. At the same time, there 
has been a silent consensus about the validity of such resources in terms of their evaluation 
as scholarly works. This situation is primarily caused by the lack of transparent, valid and 
objectified criteria to steer the evaluation processes, which are well established and widely 
complied with in any other form of research output, such as peer-reviewed publications, for 
example. This leads to the question: What should those criteria be in order to comply with 
academic standards and approve TRCs as research output? There is the  need for an 
investigation of the current state of the art.  
 
One of the goals of this chapter is to identify the criteria of TRCs that have merit from the 
perspective of the history of art and architecture. The first step to achieve this goal is to 
analyse the existing TRCs themselves to identify the possible criteria through their content, 
functionalities and relevance. The second step is to identify the best practice approach of 
those TRCs. This twofold viewpoint will address the issues within practice and theory of 
TRCs in the history of art. The first will pinpoint the actual application of a TRC concept in 
online art-historical projects and resources that will help to identify, classify and analyse 
the components using quantitative and qualitative methods. The second will pinpoint the 
actual understanding and use of TRCs in art-historical scholarship that will help to identify, 
classify and analyse the components that matter the most in practice. 
 

                                                
42 See Literature Review. 
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A digital scholarly edition (DSE), as an example of digital research output firmly established 
in the discipline of literary studies, among others, which developed its methods in the past 
two decades through a process of creating, developing and improving the methodologies 
applied along the way. Although particular parameters, especially related to digital 
technologies used, are evolving over time and are having a significant impact on the digital 
scholarly editions and their modus operandi, the main principles have not changed as 
much.43 However, the scholarly circles involved in their creation and evaluation have taken 
an active role in the process of monitoring and updating the criteria and guidelines. A 
somewhat parallel genre to digital scholarly edition, the TRC, has not achieved such a 
profound and comprehensive theoretical foundation to date. 
 
The very few basic concepts of TRCs proposed by Palmer (2004) and Unsworth (2000), or 
even the remarks by Thomas in his ‘Typology’ (2015), neither evolved into any form of a 
settled and established guidance nor created a community forceful enough to take the next 
step in this process. It is difficult to give exact reasons for this lack of success of the TRC 
securing its position in the humanities scholarship as opposed to DSE. One of the factors 
mentioned before, the actual term, could be a reason. Another one could be the fact that 
English departments were at the forefront of digital humanities, thus developing new digital 
methodologies that so rapidly shaped the scholarly ‘culture’ of digital humanists and their 
work, and naturally had the most significant impact on projects originating in literary 
studies. Furthermore, while DSEs are being devoted to textual sources, which are relevant 
to all humanities disciplines, the TRC is an option that would be primarily devoted to non-
textual sources, such as artworks.  
 
Art-historical TRCs are not yet in a position to compete with literary studies and DSEs in 
terms of application of digital technologies and methodologies in research and its output. 
Furthermore, the TRCs are not as art-history specific as the DSEs are for literary studies. 
This leads to the problem of the format, structure and even the objectives of TRCs across 
different humanities disciplines. For example, creating a TRC for research on contemporary 
paintings, early modern maps, medieval illuminated manuscripts, ancient sculptures, or 3-
dimensional reconstructions of lost architecture would require not only a different research 
approach from the disciplines’ perspective, but also different format, structure and 

                                                
43 One of the earliest attempts to define the principles of digital scholarly editions was a paper by Peter L. Shillingsburg, distributed at the MLA Meeting 
in Toronto, December 1993, entitled ‘General Principles for Electronic Scholarly Editions’. A draft of ‘Guidelines for Electronic Scholarly Editions’ was 
approved by MLA's Committee on Scholarly Editions in 1997, which were further developed into ‘Preliminary Guidelines for Electronic Scholarly Editions’ 
(June 2002). The most recent resources of the MLA's Committee on Scholarly Editions include: ‘Guidelines for Authors of Digital Resources’ (2013), 
‘Guidelines for Evaluating Work in Digital Humanities and Digital Media’ (2012), ‘Guidelines for Editors of Scholarly Editions’ (2011). Similar project are 
also carried out in Europe, with the most recent example of Patrick Sahle’s ‘Criteria for Reviewing Scholarly Digital Editions", version 1.1.’ from 2014. 

 



  
36 

objectives of the TRC itself. Each of these projects would also require a different skillset and 
technologies applied. In this regard, creating one concept of a TRC that would serve all 
disciplines is problematic and certainly not pragmatic. The evaluation process of such 
resources across different disciplines would also require a different approach.  
 
The history of art has a well-established scholarship and methodology in regards to the 
traditional research methods, tools and outputs, their applications and evaluation. The 
digital element in this amalgamation is growing steadily, although not at the same pace as 
in the other humanities disciplines. This new frontier, ‘digital art history’ is a kind of a sub-
discipline in regards to traditional history of art, which has been growing steadily over the 
past three decades. One of the earliest dates associated with the term is 1985 when the 
CHArt (Computers and the History of Art) was initiated.44 However, it had not used or 
defined ‘digital art history’ term per se in those early days. Its publication from 2005, still 
very relevant today, noted this process and spoke for itself: "Digital Art History: A Subject 
in Transition: Exploring Practice in a Network Society".45 Overall, the CHArt activities over 
the years, including the Conferences and publications such as the Journal Computers and 
the History of Art, Yearbooks, Conference Proceedings and Newsletters contributed to 
establishing the term more firmly on the art-historical scene. 
 
In 2014-15 there was particular success in applying the term ‘digital art history’ across a 
variety of platforms and contexts, such as projects, publications, events and communication 
on social media. Michelle Millar Fisher and Anne Swartz asked a rather provocative 
question ‘Why digital art history?’ in their article reflecting on the outcomes of THATCamp 
CAA 2014, which preceded the annual conference of the College Art Association (CAA) in 
February 2014.46 Anne Collins Goodyear and Paul B. Jaskot wrote a blog post for the News 
section of the College Art Association entitled ‘Digital Art History Takes Off’ (7 October 
2014).47 The Getty Foundation supported three pioneering summer camps for art historians 
in 2014: ‘Beautiful Data: a summer institute for telling stories with open art collections’ at 
the Harvard University’s metaLAB, ‘Rebuilding the Portfolio: DH for Art Historians’ at the 
George Mason University’s Roy Rosenzweig Center for History and New Media (RRCHNM), 
and finally the summer institute ‘Beyond the Digitized Slide Library’ at the University of 

                                                
44 CHArt (Computers and the History of Art) <http://www.chart.ac.uk/> 

45 Bentkowska-Kafel, Anna, Trish Cashen, and Hazel Gardiner, Digital Art History a Subject in Transition Volume 1, Volume 1, (Bristol; Portland Or.: 
Intellect, 2005) <http://site.ebrary.com/id/10078137> 

46 Michelle Millar Fisher and Anne Swartz, ‘Why Digital Art History?’, Visual Resources, 30.2 (2014), 125–37 
<http://dx.doi.org/10.1080/01973762.2014.908098>. 

47 Anne Collins Goodyear and Paul B. Jaskot, ‘CAA News | College Art Association » Blog Archive » Digital Art History Takes Off | CAA’, College Art 
Association News, 2014 <http://www.collegeart.org/news/2014/10/07/digital-art-history-takes-off/> [accessed 31 January 2016]. 
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California, Los Angeles.48 The year 2015 started with a milestone event for the discipline, a 
full session dedicated at the College Art Association 103rd Annual Conference in Chicago in 
February 2015 and titled ‘Doing Digital Art History: Reflections on the Field’.49 The first 
issue of the ‘International Journal for Digital Art History’ was launched in June 2015.50 
Around the same time, the University College London Centre for Digital Humanities 
(UCLDH) hosted a workshop titled “Moving Forward Digital Art History”, which 
significantly contributed to the discussion on the state of the art, challenges and the 
potential of digital art history.51 Finally, Johanna Drucker, Anne Helmreich, Matthew 
Lincoln and Francesca Rose took part in a debate published online under a title: ‘Digital art 
history: the American scene’ at the end of the 2015.52 They presented not only an overview 
of the current digital art history developments from an American perspective, but also have 
set a positive and enthusiastic tone to the future of digital art history, acknowledging at the 
same time some of the common issues, such as the distinction between “digitized” and 
“digital” art history, and the actual role and responsibility of digital art history in the context 
of the discipline. 
 
The above examples are only the highlights of the remarkable activity around digital art 
history in 2014-2015. A major scene and platform of dissemination and outreach for this 
movement have been set online. It is the efficacy of online media, particularly websites, 
blogs and social media, where digital art history ‘is happening’ now. A search for the 
frequency of the term ‘digital art history’ across those online media indicates a rapid grow 
of the use of the term, particularly in the past two years, which reflects the growing activity 
in digital art history as briefly described above (Figure 1).53 There is a significant gap 
between the search results from Google.com and Scholar.google.com, which indicates the 
disproportion between the activity online regarding digital art history and the scholarly 
citations and publications indexed through Google Scholar search engine. Although it is not 

                                                
48 Anna Helmreich, ‘Summer Camp for Art Historians | The Getty Iris’, The Iris, 2014 <http://blogs.getty.edu/iris/summer-camp-for-art-historians/> 
[accessed 31 January 2016]. 

49 The College Art Association, ‘Doing Digital Art History: Reflections on the Field | CAA Annual Conference’, The College Art Association 103rd Annual 
Conference. New York. February 11-14, 2015., 2015 <http://conference2015.collegeart.org/programs/doing-digital-art-history/> [accessed 31 January 
2016]. 

50 Harald Klinke, Liska Surkemper and Graphentis Verlag e.K, International Journal for Digital Art History: Issue 1, 2015 (München: Graphentis Verlag, 
2015). 

51 Melissa M. Terras, ‘Moving Forward Digital Art History – Report from a UCLDH Workshop |  UCL Centre for Digital Humanities’, UCL Centre for 
Digital Humanities, 2015 <https://blogs.ucl.ac.uk/dh/2015/10/08/moving-forward-digital-art-history-report-from-a-ucldh-workshop/> [accessed 31 January 
2016]. 

52 Johanna Drucker and others, ‘Digital Art History: The American Scene’, Perspective, 2 (2015) (2015), 13 
<http://dx.doi.org/10.4000/perspective.6021>.  

53 The search was carried out on 29 January 2016. The Internet Search Engine used was Google.com. The same search was attempted to undertake in 
Yahoo.com and Bing.com, but those engines do not support a specific date range customisation, thus extracting search results from particular year was 
not possible. As of December 2015 Google’s global share in the search engine market for desktops was 67%, Yahoo 14.61% and Bing 7.66%. Source: 
https://www.netmarketshare.com [accessed 29 January 2016] 
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a unique and definite parameter of the ‘growth’ of digital art history, a look into 2016 - 
through the data collected from Google search results between 1-31 January with 286 results 
- might indicate that the year 2016 will continue this trend. 
 
 

 

 Figure 1. ‘Digital Art History’ online search results using Google.com and 
Scholar.google.com, with annual custom range date 1995-2015. 

 
The above trend shows not only a growing use of ‘digital art history’ as a term, but also might 
signal more activities in this field. Undoubtedly there is a potential for online art-historical 
projects and resources to be given more attention among art historians as teaching 
resources for example, but most importantly as new ways of disseminating research 
digitally. That might lead to the growth of such initiatives, supervised by senior art 
historians, and potentially with involvement of junior art historians or soon to be ‘digital art 
historians’. These new undertakings should be followed by corresponding number of 
resources being utilised to create a better understanding, typology, working infrastructure 
and evaluation of such projects. As the history of art, similarly to other humanities 
disciplines, will encounter a more evident application of digital technologies across research 
and teaching activities in future, the need for the best practice and guidelines will increase 
accordingly.  
 
The literature review on TRCs presented here was challenging from a history of art 
perspective, as TRCs have not been explored by art historians as much as they have by the 
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digital humanities community. Also, more specialised disciplines look into the concept of 
TRCs from very different art-historical angles. A relevant example is a paper by Katrina 
Fenlon from November 2015, ‘Significant Features of Thematic Research Collections’.54 The 
disciplines that link the author and the audience in this case, the Library and Information 
Science, as well as the context and methodology of the paper itself, signal how disconnected 
this approach is from history of art scholarship. The paper examined two features of 
thematic research collections: contextualization and thematic coherence using a text-based 
pilot TRC, “Nineteenth Century Disability: Cultures and Contexts (…) treated as a text 
corpus [of] 70,292 words (10,807 unique words)” and specialist text-oriented 
methodologies not commonly used in art-historical research, e.g. experimental part-of-
speech analysis of language. This also signals the need, as mentioned already, for a 
discipline-specific approach to TRCs, and history of art in this case.

                                                
54 Fenlon, Katrina ‘Significant Features of Thematic Research Collections’, in Proceedings of the 78th ASIS&T Annual Meeting: Information Science 
with Impact: Research in and for the Community (American Society for Information Science, 2015), p. 126 <http://dl.acm.org/citation.cfm?id=2857196> 
[accessed 29 January 2016]. 
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2.3. Art-Historical Thematic Research Collections – then 
and now 

 
Since the mid-1990s considerable efforts have been made to bring art collections online across 
cultural institutions, similar to the mass digitisation happening across libraries and archives. 
At the same time humanities scholars began recognizing the importance of online resources 
and started creating websites based around image collections. One of the very early examples 
is the Rossetti Archive that “facilitates the scholarly study of Dante Gabriel Rossetti, the 
painter, designer, writer, and translator (...).”55 Although the current look and layout of the 
project’s site is from 2006, the previous versions were fortunately archived through the 
Internet Archive.56 The very first online version that we can access is ‘The D. G. Rossetti 
Hypermedia Archive: 1993 Demonstration Model’ (Figure 2, Figure 3)57. The ‘middle’ version, 
before the re-design in 2006, was archived in 2005 (Figure 4). This is a very rare example of 
an online resource that is still in use after over 20 years, but what is also important - we can 
track its development footprints to the very beginning using the Internet Archive.  
 
Although many of the early websites of that type do not exist anymore in their original form, 
there are some that are still active in their original versions reminding us about the Web 1.0.58 
They provide significant examples of such very first initiatives online, one of these is a 
collection of architectural images of the Getty Centre in Los Angeles (Figure 5).59 Art historian 
Charles Rhyne in his first edition provided access to 200 photographs of the newly opened 
Getty Centre on a basis of a public domain resource status, which can still be accessed after 19 
years. Furthermore, the archival introduction to the site posted on 5 December 1997 states 
that “this website attempts to demonstrate the potential of the world wide web for making 
available a larger body of informative images than can normally be afforded by print 
publishers, whatever the subject.”60 This argument has been used in discussions about online 

                                                
55 ‘Rossetti Archive’ <http://www.rossettiarchive.org/index.html> [accessed 11 January 2016]. 

56 The first time the Rossetti Archive appeared in its current look and layout (as of 1 February 2016) in the Internet Archive was on 8 May 2006; prior to that, 
the older version was archived on 15 January 2006 http://web.archive.org/web/20060801000000*/http://www.rossettiarchive.org/index.html  

57 The screenshots were taken by the author on 1 February 2016 from the site:  
Fig.1. http://web.archive.org/web/20050212210800/http://www.rossettiarchive.org/rossetti2.html 
Fig.2. http://web.archive.org/web/20041011131324/http://jefferson.village.virginia.edu/rossetti/fullarch.html  
Fig.3. http://web.archive.org/web/20050718012249/http://www.rossettiarchive.org/splash.html  

58 Graham Cormode and Balachander Krishnamurthy, ‘Key Differences between Web 1.0 and Web 2.0’, First Monday, 13.6 (2008) 
<http://firstmonday.org/ojs/index.php/fm/article/view/2125>. 

59 Architecture of the Getty Center website, http://academic.reed.edu/getty/edition.html  

60 ‘Posted on the web Dec. 5, 1997’, Architecture of the Getty Center website, http://academic.reed.edu/getty/getty_old/welcome.html  
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resources since, however, this very early recognition of the potential of the World Wide Web 
for sharing images, and its record accessible today, is significant.  
 
 

 

Figure 2. Screenshot of the Rossetti Archive site archived by the Internet Archive,  
12 February 1993. 
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Figure 3. Screenshot of the Rossetti Archive site archived by the Internet Archive,  
11 October 1993. 

 

 

 
Figure 4. Screenshot of the Rossetti Archive site archived by the Internet Archive, 18 July 

2005. 

 

 

 

 
Figure 5. Screenshot of a homepage of the Architecture of the Getty Center website.61 

 

                                                
61 http://academic.reed.edu/getty/edition.html 
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Another example of such an early digital resource is a digitized collection of colour slides and 
photographs published on the web by Professor Jeffery Howe from Boston College, 
Massachusetts, and USA. There are two online archives created back in 1997 and still 
accessible online: ‘A Digital Archive of American Architecture’62 and ‘A Digital Archive of 
European Architecture’63. The image archives, including explanatory material, were created 
for educational purposes as ‘a way to make them accessible for [the] students around the 
clock.’64 Howe also stressed the flexibility of ‘hypermedia’ [sic] used, which meant that ‘the 
historical material and slides contained here can be accessed in a variety of ways, such as by 
date, style, purpose, and location. This flexible structure allows various approaches to the 
material.’ Although today we see it as a very basic approach to online research collection, it is 
important to acknowledge the art-historical aspirations in the early days of the World Wide 
Web. There were many similar websites created in the late nineties, but the majority vanished 
or stopped being updated as a result of being created ad hoc and without a vision of 
sustainability.  
 
 
The following decade, the 2000s, brought a series of events that had a significant impact on 
the further developments of online resources and collections. Digital Humanities, although 
being already present in the Humanities Computing discourse at that time, had established its 
firm position throughout a number of milestones since 2000. As early as in May 2001, one of 
the pioneers of Digital Humanities, John Unsworth, presented a new ‘Master’s Degree in 
Digital Humanities’ programme at Congress of the Social Sciences and Humanities, Université 
Laval, Québec, Canada.65 As he states, the programme evolved from a year-long seminar 
entitled "Is humanities computing an academic discipline?" that engaged a variety of experts 
from both humanities and computer science, along with graduate students and library staff.66 
This interdisciplinary character and technology-driven approach to research spread out 
quickly from there. The annual joint international conferences of the Association for Literary 
and Linguistic Computing (ALLC) and the Association for Computers and the Humanities 
(ACH), became one of the most vital scenes for this development, resulting in fact in its 
rebranding, from ALLC/ACH in previous years to ‘Digital Humanities 2006’ at the conference 

                                                
62 A Digital Archive of American Architecture, http://www.bc.edu/bc_org/avp/cas/fnart/fa267/default.html  

63 A Digital Archive of European Architecture, http://www.bc.edu/bc_org/avp/cas/fnart/arch/  

64 Background of the pages, A Digital Archive of American Architecture, http://www.bc.edu/bc_org/avp/cas/fnart/fa267/background.html  

65 John Unsworth, ‘A Master’s Degree in Digital Humanities: Part of the Media Studies Program’ (presented at the Congress of the Social Sciences and 
Humanities, Université Laval, Québec, Canada, 2001) <http://people.brandeis.edu/~unsworth/laval.html> [accessed 6 February 2016]. 

66 John Unsworth, ‘“Is Humanities Computing an Academic Discipline?” An Interdisciplinary Seminar’, 2001 <http://www.iath.virginia.edu/hcs/> [accessed 6 
February 2016]. 
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at the Université Paris-Sorbonne in France.67 It was also the decade when the concepts of 
digital projects, electronic editions and online collections started to flourish. Furthermore, it 
was the time when also the concept of Thematic Research Collections gained attention, thanks 
to Unsworth among others.  
 
The DH conference proceedings, publications, as well as growing in use, digital platforms (e.g. 
online publications, blogs, Twitter), certainly helped to open the doors to digital technologies 
of humanities departments in the US, followed by Europe, and of cultural institutions, and 
libraries in particular. This resulted in new approaches to collections, which today we refer to 
as large-scale or mass digitisation.68 Although both terms can be used interchangeably, they 
have been subsequently differentiated. Rieger in her white paper from 2008 declared the 
terms interchangeable, but noted that: “According to Karen Coyle, mass digitization is the 
conversion of materials on an industrial scale without making a selection of individual 
materials. The goal of mass digitization is not to create collections but to digitize everything, 
or in this case, every book ever printed. In contrast, large-scale projects aim to create 
collections and produce complete sets of documents.69 A ‘Best Practice Guide’ produced for 
the project IMPACT and by the staff of the British Library dealing with digitisation projects 
proposes even further separation of the terms: mass digitisation, large-scale digitisation, 
boutique digitisation and industrial digitisation.70 
 
The mass digitisation of the 2000s impacted on digital image collections, which attempted 
similar results, but only a handful of such projects succeeded. ARTstor is one of them. The 
project started in the late 1990s by the Mellon Foundation (just a few years after its other 
major project JSTOR), but it was during the mid 2000s when it became a non-profit initiative 
and dramatically started expanding its collection of images through collaborations with major 
cultural institutions around the world. Today, the Artstor Digital Library contains more than 
1.9 million images.71 Compared to barely 300,000 images back in 2004, this has been a 
successful initiative and has resulted in an extremely valuable image resource for art 

                                                
67 ‘Digital Humanities 2006, Université Paris-Sorbonne, France’, 2006 <http://web.archive.org/web/20110721015413/http://www.allc-
ach2006.colloques.paris-sorbonne.fr/index.htm> [accessed 6 February 2016]. 

 

69 Although Coyle differentiate the large-scale and mass digitisation, her classification of the projects needs revision as she only  lists the Google Books 
project as an example of mass digitisation. 
Oya Y. Rieger, Preservation in the Age of Large-Scale Digitization: A White Paper, CLIR Publication, no. 141 (Washington, D.C: Council on Library and 
Information Resources, 2008). 
Karen Coyle, ‘Mass Digitization of Books’, The Journal of Academic Librarianship, 32.6 (2006), 641–45 
<http://www.sciencedirect.com/science/article/pii/S0099133306001534> [accessed 6 February 2016]. 

70 Aly Conteh, Neil Fitzgerald and Niall Anderson, ‘Project Planning - IMPACT Best Practice Guide’, 2014. 

71 ‘Artstor - Mission & History’ <http://www.artstor.org/mission> [accessed 6 February 2016]. 
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historians.72 It is a useful tool enabling searching extensive collections, yet, not revolutionary 
and of a limited access due to high subscription cost, even for the universities and libraries to 
cover. Another project, AMICO, “an early more altruistic form of ArtStor, (...), failed because 
it couldn’t find the right business model”.73 AMICO’s site, archived online, states that it has 
ended in 2005.74 
 
At the same time, a very similar idea of large-scale digitisation of art objects was implemented 
by the Google Art Project, but from an entirely different perspective. It does not offer as large 
collections as ARTstor (yet), but it is perhaps only a matter of time. It provides exceptionally 
high quality of images, free sharing and downloading options in contrast to ARTstor, which is 
accessible to subscribed institutions and individuals only. Similar to the Google Art Project, a 
new initiative from the Rijksmuseum in Amsterdam is playing an important role in this 
category. In an interview from 2013, the General Director at Rijksmuseum, Wim Pijbes, said: 
"On the web, it’s all about quality and the power of the image. Now we are one of the first to 
have 150,000 high-res images free to download, but in a few years everybody will have them. 
But in the end, people recognize quality"75. The Director of Collections at Rijksmuseum went 
even further with his liberal, and quite controversial statement at that time: “If they want to 
have a Vermeer on their toilet paper, I’d rather have a very high-quality image of Vermeer on 
toilet paper than a very bad reproduction.”76 
 
From the perspective of thematic research collections, their value in enhancing the art history 
research beyond being a mere online resource was very limited. Nevertheless, there was a 
significant increase of thematic research collections in the art-historical field. Some of them 
took a step further in terms of the research opportunities they created and not only for the 
digitized resources they provided. The question asked by James Cuno in 2012: "(...) what 
Panofsky or Aby Warburg could have done with our technology?” had crossed art historians’ 
minds much earlier.77 A number of projects created after the mid 2000s provided collections 
of high-resolution images, but their approach was more scholarly in order to meet the needs 

                                                
72 Chris Johnston, ‘Get the Picture?’, Times Higher Education (THE), 2004 <https://www.timeshighereducation.com/cn/features/get-the-
picture/188163.article> [accessed 6 February 2016]. 

73 Alastair Dunning, ‘Utopian DH Project 2: Art History Is Words Not Images | Jisc Content and Digitisation’, Jisc Content and Digitisation, 2012 
<http://digitisation.jiscinvolve.org/wp/2012/01/24/utopian-dh-project-2-art-history-is-words-not-images/> [accessed 6 February 2016]. 

74 ‘The Art Museum Image Consortium (AMICO)’ <http://www.amico.org/home.html> [accessed 6 February 2016]. 

75 Millard, Colline. "Rijksmuseum Directors Discuss the Dramatic Makeover of Amsterdam’s Best-loved Institution". An interview with Wim Pijbes and Taco 
Dibbits. UK ART INFO. 9 Jan. 2013. http://uk.blouinartinfo.com/news/story/854805/rijksmuseum-directors-discuss-the-dramatic-makeover-of#  

76 Nina Siegal, ‘Museums Mull Public Use of Online Art Images - The New York Times’, The New York Times, 29 May 2013 
<http://www.nytimes.com/2013/05/29/arts/design/museums-mull-public-use-of-online-art-images.html?hp&_r=2&> [accessed 6 February 2016]. 

77 Cuno, James. "How Art History is failing at the Internet". The Daily Dot. 19 Nov. 2012. http://www.dailydot.com/opinion/art-history-failing-internet/  
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and interests of the researchers at various levels. The Lucas Cranach Archive is one such 
example.78 As a digital archive, it has an extensive collection of images of Cranach's works 
online (not only of the original works, but also different copies and versions, infrared images, 
x-radiographs and other kinds of image) - all in high resolution and with exceptional levels of 
documentation. This is a joint collaboration between nine major museums in Europe and the 
United States, 17 associate partners and many contributors, which is reflected in the quality 
and infrastructure across all aspects of the archive. In such a digital environment the artwork 
analysis together with resources provided can contribute to further research and create new 
scholarly discussions among art historians. For example, “new insights were gained 
concerning the working process and the division of labour within the Cranach workshop”, 
which have been published and made freely accessible in the Archive, including the results of 
the examinations. The ‘Research’ section of the site also lists scholarly publications, including 
a presentation of latest research, which were generated thanks to the Archive’s 
developments.79 
 
The Rembrandt Database (beta) is a research resource similar to the Lucas Cranach Archive, 
but it is even more focused on academic and museum professionals and students.80 It has two 
main sections: ‘Explore Paintings’ and ‘Explore Documentation’, where the latter stores a 
variety of archive and documentary materials, from sample analyses, radiographic and 
infrared examinations to conservation reports and treatments. This pilot project started in 
2008 and the range of works available on the database and user's interface are still being 
developed. The main collaborator is the RKD (Rijksbureau voor Kunsthistorische 
Documentatie/Netherlands Institute for Art History) - one of the most important art-
historical research centres in the world.81 All its project team members have an art history 
background, despite the fact that this is also a highly digital/technical project.82 It involved 
knowledge and skills belonging to digital humanities and web technologies, rather than to 
traditional art history (databases, protocols, SQL servers, website design and others). This use 
of digital art history scholarship is exceptional and of a very high standard in the field. As of 8 
February 2016, the resource listed the scope of its content as “10,527 files online, concerning 
200 paintings in 25 collections.” 

                                                
78 Cranach Digital Archive. Stiftung Museum Kunstpalast, Düsseldorf / Cologne University of Applied Sciences, 2012. http://www.lucascranach.org/ 

79 ‘CRANACH DIGITAL ARCHIVE: Research’ <http://lucascranach.org/home/research> [accessed 26 November 2016]. 

80 ‘The Rembrandt Database’ <http://www.rembrandtdatabase.org/Rembrandt> [accessed 8 February 2016]. 

81 RKD. Netherlands Institute for Art History. n.d., http://website.rkd.nl/home  

82 More details can be found in Wietske Donkersloot's abstract of a presentation given at CODART TWAALF congress in Aachen and Maastricht, 15 - 17 
March 2009. 
Donkersloot, Wietske. "The Rembrandt Database: Inter-institutional Research Resource on Paintings by Rembrandt". Abstract. Feb. 2009. The Andrew F. 
Mellon Foundation, Issues in Conservation Documentation. http://mac.mellon.org/issues-in-conservation-documentation/pilot-projects 
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The Raphael Research Resource is another pilot project of extraordinary high standard; it was 
started in 2007.83 Developed by the National Gallery in London, supported by The Andrew W. 
Mellon Foundation, and in a partnership with a number of museums and institutions, it 
explores Raphael's artworks in greater detail in both forms - images and documentation: 
“Initially the project was based on the extensive studies of the ten paintings by Raphael in the 
Gallery collection, but it has now been developed to hold information provided by a growing 
number of other institutions and collaborators.”84 This statement tells us not only about the 
more open and collaborative conditions for art-historical research, the importance and 
potential of collaboration on both, institutional and individual levels, but also about the need 
for more connected network in research of a particular theme, Raphael’s works in this case. It 
is a kind of digital environment for art historians that would be very difficult to achieve in a 
physical way. The online interface provides an exceptional amount of material to study - 
documentation about framing, canvas, pigments, conservation, examinations and even 
microscopy cross sections. It is all fully accessible online for anyone. In this case, the 
opportunities for new research questions are there, but this research has not investigated if 
the project itself contributed to any new research on Raphael’s works. The site does not 
provide this information either. 
 
The above examples of artist-oriented thematic collections, are exceptional in their realization, 
but are limited in the functionalities and tools they offer. In this context, it is important to ask 
what these functionalities and tools need to be in order to substantially enhance the use of the 
collections in research beyond the point of access. This question is not new. A few years into 
the mass digitisation trend, the community, and particularly the funding bodies, started 
expressing their doubts about the real need for such a quantity of digital assets being created 
in contrast with the actual and measurable quality of their use. The famous paraphrase “If you 
build it, they will come” has been successfully provoking this discussion for almost a decade 
now.85 It became obvious that the mass of digitized materials does not necessarily comply with 

                                                
83 ‘Raphael Project’ <http://cima.ng-london.org.uk//documentation/index.php> [accessed 10 January 2016]. 

84 ‘Welcome to the Research Resource’, Ibid. 

85 The original phrase "If you build it, he will come" is from the 1989 film “Field of Dreams”, directed by Phil Alden Robinson adapting W. P. Kinsella's novel 
Shoeless Joe. The quotation has been paraphrased many times in humanities and cultural sector to express the issue of building online collections, but 
struggling in finding audiences or not getting enough attention or use.  
See:  
Claire Warwick and others, ‘If You Build It Will They Come? The LAIRAH Study: Quantifying the Use of Online Resources in the Arts and Humanities through 
Statistical Analysis of User Log Data’, Literary and Linguistic Computing, 23.1 (2008), 85–102 <https://llc.oxfordjournals.org/content/23/1/85.full> [accessed 8 
February 2016]. 
Reina Factor, ‘If You Build It, They Will Come’, Introduction to Digital Humanities (English 389 at Emory University), 2011 
<http://www.briancroxall.net/dh/2011/09/07/if-you-build-it-they-will-come/> [accessed 8 February 2016]. 
Joris Van Zundert, ‘If You Build It, Will We Come? Large Scale Digital Infrastructures as a Dead End for Digital Humanities’, Historical Social 
Research/Historische Sozialforschung, 2012, 165–86 <http://www.jstor.org/stable/41636603> [accessed 8 February 2016]. 
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the current research infrastructure, its resources and needs. As Paul Ayris concluded in his 
article ‘The Status of Digitisation in Europe’ in 2010: “Clearly, it is not enough simply to 
digitize materials.”86 This account is applicable to thematic research collections too, which 
need to offer more than just collections of digital images accessible online and linked by a 
theme.  
 
The understanding of digital resources as more flexible and complex assets for research, 
discovery, and exploration, rather than being merely collections of digital images, is having a 
growing impact on the most recent online art-historical projects. As this shift progresses, more 
attention is being paid to the user interface, multi-layered content organisation, linked data, 
and tools that allow the researchers to use the resources, not only to look at them, as in the 
case of very early hierarchy-tree based collections online. An example of such project is the 
‘Pietro Mellini's Inventory in Verse, 1681’87. The excerpt from the ‘About’ section says: 
 
This was not a project to build a database but rather to develop a collaborative digital working 
environment—and resulting publication—that captures the research behaviours and 
conversations of scholars and that links to relevant databases (...) and other digital resources, 
thereby creating a network of knowledge.  
 
The core of the project is Mellini’s 1681 rhyming inventory of almost a hundred paintings and 
drawings once in his family’s collection. The content of the project itself goes beyond a 
digitized facsimile of the manuscript and offers multiple ways of exploring the inventory, for 
example viewing the list of artworks with colour-coded keys to their identification and viewing 
the artists mentioned by Mellini along with the ability to individually compare each entry to a 
previous inventory from 1680. The artworks are linked to the manuscript and vice versa, which 
makes the use of this resource highly flexible and user-friendly. The site also contains a 
number of essays and bibliography, as well as scholarly notes throughout the manuscript. In 
the most recent commentary on the project we read, “Digital Mellini is a critical edition of the 
inventory (...), and a model platform for collaborative working.”88 In fact, this working 

                                                
Digital Humanities Pedagogy, ed. by Brett D. Hirsch (Open Book Publishers, 2012), III, p. 312. 
William Blueher, ‘If You Build It, One Million Pageviews Will Come: A Digital Collections Story’, In Circulation, 2014 
<http://www.metmuseum.org/research/libraries-and-study-centers/in-circulation/2014/million-pageviews> [accessed 8 February 2016]. 

86 Paul Ayris, ‘The Status of Digitisation in Europe: Extensive Summary of the Second LIBER-EBLIDA Workshop on the Digitisation of Library Materials in 
Europe’, LIBER Quarterly, 19.3/4 (2010), 193–226. 

87 ‘Pietro Mellini’s Inventory in Verse, 1681 | Getty Research Institute’ <http://www.getty.edu/research/mellini/> [accessed 29 January 2016]. 

88 Johanna Drucker and others, ‘Digital Art History: The American Scene’, Perspective, 2 (2015) (2015), 13 <http://dx.doi.org/10.4000/perspective.6021>. 
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environment contributed to development of the Getty Scholars’ Workspace™, “an online 
environment designed to support collaborative art-historical research”.89  
 
Mapping Titian’ is another example of such new approach to a thematic research collection 
and its main objective is “to create a tool from which new research, discoveries, and 
experiences can be inspired, guided, and shared.”90 The sense of usability is very strong 
throughout the project, as well as the role of the user which is seen by the project as a ‘site 
thinker’, who is encouraged to experiment with tools such as a full and most up to date 
provenance information and catalogue of Titian’s works, a timeline and a map. The map for 
example, is highly customizable, which means each user can create its own way of exploring 
the resources based on the research enquiry. Furthermore, a login option allows for building 
a user’s own collection of out almost 300 works in the online catalogue. This is not a finished 
project by any means. As the authors stress in the ‘About’ section, the provenance and 
attribution information change frequently, and there are new publications to add to the project 
on a regular basis, so as a result the “completion of the site will never occur”.91 This idea of 
open-end is not only one of the most important aspects of thematic research collections, but 
also a fundamental change from many other online resources created previously, that were 
‘project-based’ in nature and with firmly set completion time-frames. This is also an example 
of exploitation of the potential of online research environment, since print publishing does not 
generally permit changes, updates and further research outputs. 
 
As illustrated above through a selection of TRCs from the past two decades, there is a stable 
progress in creating and developing online art-historical resources for art historians. In many 
cases, there are art historians behind those projects, with smaller or larger technical support 
from their own or collaborating institutions. This creates a rather positive image of art 
historians turned ‘digital humanists’ or ‘digital art historians’, but, as presented in some 
reports, particularly in the Kress report, the interest for the use of digital technologies in 
research among art historians is not as high as it could be, or is criticized by some.92 At the 
same time, it is important to note that a majority of those projects have substantial 
institutional and financial support, which is fundamental in enterprises of this type. Thus, it 
shows again the division between academic and museum art history professionals. These 

                                                
89 ‘Getty Scholars’ Workspace (Getty Research Institute)’ <http://www.getty.edu/research/scholars/digital_art_history/getty_scholars_workspace/index.html> 
[accessed 8 February 2016]. 

90 ‘Mapping Titian’ <http://www.mappingtitian.org/> [accessed 7 January 2016] 

91 ‘About’, Ibid. 

92 Zorich, Diane M. "Transitioning to a Digital World: Art History, Its Research Centers, and Digital Scholarship." A Report to the Samuel H. Kress 
Foundation and The Roy Rosenzweig Center for History and New Media George Mason University. May 2012. 
http://www.kressfoundation.org/uploadedFiles/Sponsored_Research/Research/Zorich_TransitioningDigitalWorld.pdf 
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initiatives are more reachable, accessible and suitable for museum professionals than 
academic researchers. But the funding, infrastructure and opportunities that might lack in the 
academic departments are only a part of the problem. In many cases working structures are 
significant factors, since these are generally more collaborative in museums than in the art 
history departments. Those issues were broadly addressed in the Kress report, especially 
regarding the funding options. In the current financial climate, art history departments are 
definitely not on the top of the grant recipients' lists. An alternative solution not only from a 
financial perspective would be a project collaboration of art historians with other departments, 
especially digital and computer based. This concept is getting relatively more attention due to 
an increasing role and activity of digital humanities research centres, where the digital art 
historians' studies and initiatives can be ‘embedded’ more easily into the wider digital 
scholarship. 
 
This last point is crucial for the future of digital art history in which scholarship and skill sets 
are getting very close to those applied in digital humanities. This connection also leads to a 
collaborative form of work carried out digitally on a large scale, which is a common practice in 
digital humanities, but still rare among art history scholars.93 Interestingly, the majority of 
digital art history projects developed within academia are based not in the art history 
departments themselves, but in the libraries, research art centres, archives and others. Of 
course that does not mean the art history departments do not participate in those projects, but 
they do not lead. An important factor here might be the public for whom the projects are 
developed. On the one hand, in an academic environment the audience is usually very limited 
because of a very narrow research topic or simply a very specialized approach. On the other 
hand museums must be more audience-driven and attract as many visitors as possible, 
especially in a current financial climate. Furthermore, visitor numbers and engagement 
results are the factors that in many cases dictate the funding, legitimate the project and its 
development. 

  

                                                
93 An example of such a remote, digital and international collaboration is the ‘Digital Mellini’ project, where the principal investigators are from the United 
States and Spain, as well as the team itself that comes from a variety of institutions and countries. 
See: ‘Project Team’. ‘Pietro Mellini’s Inventory in Verse, 1681 | Getty Research Institute’ <http://www.getty.edu/research/mellini/team> [accessed 29 January 
2016]. 
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2.4. Summary 
 

One of the most apparent and problematic aspects of the TRCs analysed was the age of the 
websites. From a technical perspective, the newer sites performed better than the older ones. 
This relation is understandable as the Web standards and technologies changed dramatically 
in the past two decades, which is directly reflected in the technology behind the functionality 
and accessibility of the sites analysed.  
 
This conclusion leads to two problematic areas. The first one is the actual age of the website. 
The timespan of each project varies significantly, thus it is not possible to apply one measure 
for all. The newer sites have the advantage over the older ones in terms of W3C compliance 
and other Web standards that are more and more interwoven into the development of the sites 
nowadays, regardless of the technologies chosen. In this case the older sites become out-dated 
over time and some of their technologies, while prevailing at the time, now are often obsolete. 
This aspect of a technological cycle links to the second problematic area, which is an update 
capacity within a project. While some projects are fortunate to be a ‘work in progress’ 
endeavours, which allow them to grow, change and re-develop over time, other projects, 
especially the ones with non-negotiable end-date, are less fortunate. These projects are often 
created within a certain project plan based on a limited and once-off funding resulting in a 
delivery of the final assets with no future-proof ‘afterlife’. Today, even the most technologically 
advanced projects will become out-dated without a long-term strategy. Thus, the most recent 
sites that performed better in the analysis over the older projects, will reach the technological 
‘out-of-date’ status at some point in the future if they do not have the after-life strategy in 
place.  
 
The age aspect is also affecting the content of the sites. Firstly, the type and amount of content 
dictates the technological frameworks, which have changed dramatically. It is clear that the 
approaches to content creation in terms of quality, standards, databases, metadata formats 
and other have changed too. A collection of images in the Medieval Architecture Online 
Teaching Project (Figure 6) and Gothic Past (Figure 7) illustrate this problem very well. The 
two approaches are over a decade apart in terms of Web technologies and standards used. 
Leaving the design and aesthetics aspects aside (e.g. layout, display, image quality), the 
functionality and value of both, from the perspective of a research collection, are significantly 
different. The first allows us to view the image and short description limited to a few words 
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only, e.g. ‘Ireland, Clonfert. Cathedral, Detail’.94 The second one on the other hand, allows us 
to view the image accompanied by a variety of information, i.e. title, location, geo-location, 
description, resources, citation and more.95 This example illustrates that it is not the intention 
of the creators per se that defines the content quality, but the point in time when the resources 
were created and the technologies and standards available and required. The first resource, if 
updated, could offer a similar level of information as the second one, or it could go even further 
and use linked data instead of duplicating the content already existing elsewhere.  
  
In terms of content and the audience it is created for, the age of the projects also plays a key 
role. The nature of the projects created a decade or two ago, was very different to the 
contemporary one. The older websites were often created as teaching or research aids, with a 
particular defined audience in mind (e.g. art history course, departmental research topic). 
Nowadays the audience is also defined in the early stage of a project development, but it is 
more likely open to other ‘types’ of audiences and takes ‘general public’ into consideration 
more often. This links to the funding requirements regarding outreach, evaluation metrics and 
overall the growth of the discourse between the research bodies and the public. The social 
media networks that have expanded enormously in the last decade and changed the way we 
interact with online resources have also impacted the way the research collections are created, 
used and shared by users. This aspect directly links to the content, which became richer over 
time in terms of assets, displays, levels of information and functionality that cater for different 
types of audiences (e.g. students, researchers, general public) and different types of use (e.g. 
learning, research, ‘edutainment’).  
 
The above aspects dictated the changes over time to some extent and contributed to a kind of 
a model for research collections in general. This model contains a set of specific features, which 
today are almost required, while in the past they were rather optional and used sporadically. 
Some of the most common features are: introduction and/or ‘About’ section, browse and 
search options, metadata, additional information about the objects, copyright statement, 
different ways of displaying and viewing the objects and collections, ‘News’ or blog section, 
social media sharing buttons and many others. These features link the content and 
functionality in order to provide the most valuable resource for the topic. The value of the 
content relies more on the intentions of the creators than the functionality, which is often 
dictated by technologies available and chosen for the purpose of the project. The most 

                                                
94 ‘Ireland, Clonfert. Cathedral, Detail’ <http://learn.columbia.edu/ma/htm/sr/ma_sr_image_ire_clonfert_02.htm> [accessed 12 June 2016]. 

95 ‘Gothic Past | Cathedral, Clonfert, County Galway - Doorway’ <http://www.gothicpast.com/items/show/3732> [accessed 12 June 2016]. 
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interesting, important and rich content online will not be used according to its purpose, if the 
technological framework fails and vice versa.   
 
 

 

Figure 6. Screenshot - ‘Ireland, Clonfert. Cathedral, Detail’ 
Medieval Architecture Online Teaching Project 
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Figure 7. Screenshot - ‘Cathedral, Clonfert, County Galway - Doorway’ 
http://www.gothicpast.com/items/show/3732 
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3. Art-Historical and Architectural Analysis in practice 

 

3.1. Identification and analysis of the resources 
 
The starting point for the analysis of art-historical TRCs was an identification of such 
resources online. As discussed in the literature review, such resources are rarely called 
‘thematic research collection’, although this might change in coming years, as there has been 
a significant growth of the use of the term in 2014-2015 (Figure 8)96. This trend is similar to 
that observed in the search for the frequency of the term ‘digital art history’, which also 
indicates a growing tendency into 2016. The excess of other terms used in this context, such 
as digital collection, project, archive, etc., and the fact that they are regularly used in non-art-
historical contexts, makes it unreliable to attempt identifying such resources using online 
search methods.  

 
Figure 8. ‘Thematic Research Collection(s)’ online search results using Google.com  

and Scholar.google.com, with annual custom range date 1995-2015.  

 

 

                                                
96  The search was carried out on 29 January 2016. The Internet Search Engine used was Google.com. The same search was attempted to undertake in 
Yahoo.com and Bing.com, but those engines do not support a specific date range customisation, thus extracting search results from particular year was not 
possible. As of December 2015 Google’s global share in the search engine market for desktops was 67%, Yahoo 14.61% and Bing 7.66%. Source: 
https://www.netmarketshare.com [accessed 29 January 2016] 
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Currently there is no comprehensive and up-to-date directory listing such resources regardless 
of terminology used or discipline. One of the difficulties in creating such centralised database 
is the lack of a methodical identification system that would allow the classification and 
organisation of the resources. Unlike the ISO standard codes widely used by published 
resources, such as the International Standard Serial Number (ISSN), the International 
Standard Book Number (ISBN) or the Digital Object Identifier (DOI), thematic research 
collections and similar online resources use the Uniform Resource Locator (URL) and form of 
a Uniform Resource Identifier (URI). These can be constructed in a variety of ways and might 
include a full name of the resource (e.g. Gothic Past: http://www.gothicpast.com/) or not (e.g. 
Real Virtual. Representing Architectural Time and Space: http://learn.columbia.edu/ha/), 
might have their own domain (e.g. Lucas Cranach Archive: http://www.lucascranach.org/) or 
not (e.g. Venus Iconography: https://sites.google.com/site/venusiconography/), and 
additionally might provide a different level and format of metadata used in the source code of 
the website. 

 
On the other hand, creating such directories can create such mundane problems as updating 
the existing items and adding new items as they emerge, which in most cases are administered 
and performed manually, thus the consistency can become an issue in the long term. 
Furthermore, the human resources, as well as their subjectivity and selectivity, can 
significantly impede the results. For example, the DRAPIer (Digital Research And Projects in 
Ireland), “an interactive database” and a side-project of the Digital Humanities Observatory, 
was once a valuable directory of online resources in Ireland, but its activities were ceased on 
August 31st, 2013, and it has not been updated since.97 A similar directory, the IRITH (Irish 
Resources in the Humanities), which lists not only online resources, but also collections and 
websites, does not provide any information about its current status.98 In both cases a 
submission system was used, which required the project information to be submitted online 
in order to appear in the listing. The DRAPIer provided a registration, which allowed for 
further updates to be made. In the case of the IRITH, the submission is required via email, 
which means the accuracy of the entry relies on the efficiency of the communication between 
the IRITH and the suppliant, instead of the latter only as in the case of DRAPIer.  
 
One of the earliest directories, the Arts and Humanities Data Service (AHDS) was established 
at King’s College London in 1997 to “collect, describe, and preserve the electronic resources 

                                                
97 ‘DHO: Drapier’ <http://drapier.dho.ie/index.html> [accessed 24 March 2016]. 

98 ‘Irish Resources in the Humanities’ <http://irith.org/index.jsp> [accessed 25 March 2016]. 



 
 

57 

which result from research and teaching in the humanities.”99 The directory was based on five 
subjects (Centres): Archaeology Data Service, Visual Arts Data Service, Oxford Text Archive, 
Performing Arts Data Service and History Data Service. Each database was divided further 
into more categories and consisted of an eclectic collection of resources, e.g. digital projects, 
datasets, archival records, images and others. It is impossible to estimate the scope of the 
directory as it is no longer accessible. The URL http://www.ahds.ac.uk/ cannot be reached as 
of 26 March 2017, but the last archived version of the website from 2016, displays a news 
‘update’ from 2008:100  
 

From April 2008 the Arts and Humanities Data Service (AHDS) will no 
longer be funded to provide a national service. However, the JISC have very 
kindly provided funding for a further year to keep the website available, to 
maintain and update the AHDS cross-search catalogue, and for the Centres 
to continue to deliver AHDS collections. The catalogue will allow users to 
search across the collections of the AHDS partners, including new 
collections added after 31st March.  

 
Another early example from King’s College London is the 3DVisA Index of 3D Projects, 
compiled and edited by Anna Bentkowska-Kafel between 2006 and 2008.101  Unlike other 
directories of digital projects, this resource took a more specialised approach by focusing on 
3D visualisation techniques across the Arts and Humanities with an emphasis on visual and 
material culture. Its index consists of 119 projects divided into eighteen subject categories.102 
Each links to a page with more information about the project, such as: description, project 
dates, resource status, contributors, funding , sources and further details. Although there is an 
information on the site stating that “These pages continue to be maintained”, it is difficult to 
say to what extent the index reflects the current state of the art in terms of 3D visualisation 
projects.  
 

                                                
99 The oldest archived version of the Arts and Humanities Data Service (AHDS) website from 14 January 1997 is accessible via the Internet Archive’s 
Wayback Machine: https://web.archive.org/web/19970707194636/http://www.kcl.ac.uk/projects/ahds/what.htm  

100 The last archived version of the Arts and Humanities Data Service (AHDS) website from 5 September 2016 via the Internet Archive’s Wayback Machine: 
https://web.archive.org/web/20160906080138/http://www.ahds.ac.uk/ 

101 3D Visualisation in the Arts Network (3DVisA), http://3dvisa.cch.kcl.ac.uk/ 

102 According to the oldest archived version of the index, from 26 June 2007, it initially listed 101 projects 
(https://web.archive.org/web/20070626003938/http://3dvisa.cch.kcl.ac.uk/projectlist.html), while the last archived version, from 11 December 2016, lists 119 
project (https://web.archive.org/web/20161211070155/http://3dvisa.cch.kcl.ac.uk/projectlist.html). The latter is also the current list as of 26 March 2017. 
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In a situation where an automated system does not exist to gather all the relevant online 
resources into one database, a manual verification is still essential. This is commonly carried 
out by the directory’s administrator(s), who might need to approve the submitted project and 
publish it online, as well as add a project independently. This method can give mixed results 
as the responsibility for the entry moderation usually lies with the provider of the directory 
and its management. The other strategy is to provide an online platform for the projects to be 
listed and managed by the suppliers themselves. This solution seems to be more efficient as it 
is in the interest of the project’s team to ensure the listing is accurate and up-to date at any 
given time. However, providing such a platform also requires resources in terms of 
infrastructure and management in the long term, which, as illustrated in the case of the 
DRAPIer, and 3DVisA to some extent, can be vulnerable. 
 
The DHCommons Projects directory is based on the projects submitted by the DH community 
around the world.103 It lists DH projects in a wider sense, from digital scholarly editions, online 
databases or thematic research collections to various collaborations, digitisation projects and 
repositories. The list consists of 761 projects, which, by default, are listed by the most recent 
update. The majority of the entries were updated within the last year, which makes it 
exceptionally up to date directory.104 The projects are categorised by academic field; however, 
there is a number of projects that have the category field empty. Furthermore, most of the 
projects are tagged with more than one academic field, which is not surprising considering the 
interdisciplinarity of digital humanities. The academic fields provided are disadvantageous in 
the case of a search for art-historical resources. Firstly, the name of the field, ‘art history’ or 
‘history of art’, does not appear among the academic fields provided. Secondly, the most 
relevant fields are too broad and ambiguous, i.e. Arts Management and the Creative 
Industries, Community Arts (including Art and Health), Visual Arts, Design and Architecture: 
History. In addition, some relevant projects appear in other fields such as History, 
Archaeology, Media or Theory and Practice for example.  
 
The European Association for Digital Humanities (EADH) created a similar initiative, but 
focused specifically on Europe.105 It invites submission of the projects via web, which then are 
reviewed by the EADH executive committee in order to be listed and showcased as 
representative initiatives in Digital Humanities in Europe. The projects submitted should be 
“undertaken during the last three years”, which automatically creates a limitation as a valid 

                                                
103 ‘View All Projects | DHCommons’ <http://dhcommons.org/projects> [accessed 25 March 2016]. 

104 As of 25 March 2016, there were 761 projects listed on DHCommons, of which the numbers of updated in the past five years were as follows: 2016 (2 
projects), 2015 (662 projects), 2014 (21 projects), (2013 (15 projects), 2012 (41 projects) and 2011 (20 projects). 

105 ‘Projects | EADH - The European Association for Digital Humanities’ <http://eadh.org/projects> [accessed 25 March 2016]. 
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directory of such resources. Currently, there are sixty-two projects on the list in alphabetical 
order and without any categorisation or search tools applied. Similar to the DHCommons 
approach, the term ‘project’ is used here in a very broad sense, which creates another 
problematic aspect of this directory.  
 
As illustrated above, the identification of art-historical online resources is problematic. 
Although a number of such resources were found in various directories related to digital 
humanities projects, a critical review of the directories dictated a more focused approach. 
Furthermore, a discipline specific identification is also challenging, as there are even fewer 
directories of art history related material where such resources could be found. One of the 
most prominent sources in this case was the H-ArtHist (H-Net Information Network for Art 
History), a non-profit service for scholarly communication among art historians globally, 
which has around 15,000 subscribers since its beginning in 2001.106 Although its primary 
function is email communication, not a directory of any kind, one of its announcement 
categories: ‘WWW: New Art Historical Resources on the Web’ gives an insight into such 
resources as circulated through the H-ArtHist network since 2011, when this particular 
category was created. The archive includes 117 ‘New Art Historical Resources on the Web’ sent 
between 8 January 2011 and 16 March 2016 across 66 emails. The analysis of the actual 
content of those emails shows how broadly the term ‘resources on the web’ was used by the 
network and authors of the emails (Table 4). There were 20 resources that could be considered 
as thematic research collections or online art-historical research collections, which account 
for just over 17% of the overall resources shared via H-ArtHist.  

  

                                                
106 ‘ArtHist: H-Net Information Network for Art History / Home’ <http://arthist.net/> [accessed 25 March 2016]. 
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Type of a resource Count 

Blog 2 

Database 21 

Digitised Material / Finding Aid 25 

Online Course 2 

Online Journal / Online publication 9 

Practical Tool 5 

Teaching / Learning Resource 9 

Thematic Research Collection, Online Art-Historical Research Collection 20 

Virtual Museum / Virtual Exhibition 5 

Website 19 

TOTAL:  117 

 

Table 4. The type of resources announced via the H-ArtHist emails in the ‘WWW: New Art 
Historical Resources on the Web’ category (emails sent between 8 January 2011 and 16 

March 2016 across 66 emails in total). 

 
 
The above methods only partially resulted in identification of relevant art-historical TRCs for 
this study’s analysis. Another method included bookmarking relevant resources online in the 
past 2 years, followed by crowdsourcing. The latter involved creating a list using Google Drive 
spreadsheet and inviting the online community to add any relevant items to the list.107 This 
resulted in an increase of over 20 new entries added to the list, with a total of 70 digital art-
historical research collections.  
 
The selection of the resources for further analysis was based on a number of factors. Firstly, 
the resources were examined using the basic elements of TRCs as a starting point following 
Palmer’s characteristics: ‘digital’ and ‘thematic’ as basic content elements and ‘research 
support’ as the main and basic function.108 These primary characteristics also appeared in 

                                                
107 A link to the list along with the invitation to collaborate was published on the author’s blog on 12 June 2015 (http://karolinabadz.com/2015/06/12/digital-
history-of-art-and-architecture-projects/). The list consisted of 70 entries at the time of sharing the link online. The author has also used Twitter to circulate 
the link online using a hashtag ‘#digitalarthistory’ regularly since June 2015 (https://twitter.com/karolinabadz/status/713852639155458048).  

108 Palmer, Carole L., 'Thematic Research Collections' in A Companion to Digital Humanities, ed. Susan Schreibman, John Unsworth and Ray Siemens, 
(Oxford: Blackwell, 2004) <http://www.digitalhumanities.org/companion/> [accessed 4 March 2014]. 
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Unsworth’s list of components of TRCs.109 The remaining characteristics given by the two 
scholars, and supported by Thomas in his ‘typology’ were also employed, but with more room 
for interpretation than in the case of the three principal elements.110 These included features 
such as: constituted of heterogeneous datatypes (multimedia), structured but open-ended, 
authored (and usually multi-author), interdisciplinary and functioning as collections of digital 
primary resources (and they are themselves second-generation digital resources), scholarly 
contributions, contextual mass, activity support and interdisciplinary platform. Secondly, the 
art-historical factor was considered as crucial in each resource in a form of expertise 
(involvement of art historians in the projects) and/or their auspices (involvement of 
departments of history of art). In a few cases, where this factor was not present in any of the 
above forms, further examination was given to the theme and content of the resource as art-
historical. Thirdly, the art-historical subject matter itself was considered individually based 
on the resources’ objectives. For example, a resource focused on manuscripts stricte from the 
perspective of palaeography would not be considered art-historical in this case. On the other 
hand, a resource focused on manuscripts, but with the main interest in the illuminations and 
visual representations, would be considered art-historical. 
 
The content analysis was carried out between December 2015 and January 2016. A date for 
each resource’s analysis was recorded together with a copy of each page saved as html with 
supporting files (JS, CSS, images, etc.). This process ensures the transparency of the analysis 
in case of the site being updated since and allows for offline access in case of any Internet 
connection issues or site being taken down since. To record the elements of each resources, a 
Google Drive spreadsheet was used in order to quantify presence of certain features in 
numerical format, organise and sort the data using different parameters, easily access, find 
and update entries, and finally to allow for further use of the dataset. The indicative categories 
and elements recorded during each resource’s examination are described and explained below 
(Table 5).  
 

                                                
109 John Unsworth, ‘Thematic Research Collections’ (presented at the MLA Annual Conference, Washington DC, 2000) 
<http://people.brandeis.edu/~unsworth/MLA.00/> [accessed 20 September 2014].  

110 William G. Thomas III, ‘What Is Digital Scholarship? A Typology’, William G. Thomas III, 2015 <http://railroads.unl.edu/blog/?p=1159> [accessed 12 
December 2015]. Thomas’s essay in the ‘New Companion to Digital Humanities’ deals with this topic in depth (in print January 2016): A New Companion to 
Digital Humanities, ed. by Susan Schreibman, Ray Siemens, and John M. Unsworth (John Wiley & Sons, 2015).  
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Table 5. The indicative categories and elements recorded during the analysis of the TRCs. 

 

 
Among the TRCs analysed, thirty-three were created in Europe and thirty-eight were created 
in the United States and Canada. This proportion was intentional to allow for a balanced 
outlook on the projects created in terms of the country of origin. Over 90% of all the resources 
deal with history of art and architecture related to Europe, while the other focus on the United 
States (4 resources), Africa and Northern America (1), Egypt (1) and Japan. Although some of 
the resources are multidisciplinary in scope, the arts leading in the terms of discipline were 
architecture, painting, sculpture and stained glass. They were followed by illuminated 

Element Description 

Title A title of the resource, e.g. Aberdeen Bestiary  

Link URL of the resource, e.g. http://www.abdn.ac.uk/bestiary/intro.hti (Each link was 
copied directly from the browser) 

Main institution(s) Leading institution(s) behind the project, e.g. University of Aberdeen 

Location Location of the institution(s), e.g. Europe. The majority of the resources were 
developed in the US or in Europe and this distinction was used as a location.  

Period A historical period that the theme of the resource applies to, e.g. medieval. This 
element varies in formats (e.g. medieval, 15th century, 1848-1923).  

Spatial coverage A spatial coverage that the theme of the resource applies to, e.g. UK. This 
element varies in format (e.g. continent, country, region, city). 

Subject One or more subjects/topics that the theme belongs to, e.g. manuscripts 

Type A type given by the resource, e.g. project. 

In some cases the resource has the type clearly defined, and/or included in the 
name itself (e.g. Digital Archive of….) and in others it uses multiple names 
across. If the latter, the most prominent type name was used. 

Date analysed Date of the resource’s analysis, e.g. 2016-01-25  

Contact Email address to contact the resource. This information is given by the majority 
of the resources and varies in format, e.g. generic or institution’s email address, 
individual(s) email address, contact form. 

Started Date of the resource being launched, e.g. 2002. In a few cases the date is not 
given by the resource, so it was searched for elsewhere  

Platform used A digital platform/software used, e.g. Adobe Dreamweaver. Although less than a 
half of the resources used some kind of a platform (as opposed to a custom build 
site), it was important to record those used.  

Art historian involved Presence of at least one art historian among the people involved in the project 

Art History Department 
involved 

Presence of at least one Art History Department among the institutions involved 
in the project 

Museum involved Presence of at least one museum among the institutions involved in the project 
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manuscripts, which were the subject of a handful of resources. The other disciplines or themes 
that were represented by only one or two resources were: antiquities, ceramics, emblems, 
engraving and tapestry. In terms of chronological periods that the themes are rooted, in most 
cases the resources are clearly defined. However, a number of themes span over a few 
centuries or the chronology is irrelevant to the topic. Among those with timeframes 
determined to a larger extent, 18 dealt with the medieval period, 10 with Renaissance, 10 with 
18th-19th century, 8 with the ancient period, 7 with the 17th century, 6 with the 20th century 
and only one or two resources dealing with prehistory and 21st century. 
 
In terms of the terminology used by the resources, they clearly reflect the struggle that digital 
humanities is having with the naming of digital ‘projects’. If we take the most prominent term 
used by each resource, which appears in the name of the resource or in the main 
headline/description, then it is clear that the term ‘project’ dominates, followed by the terms 
‘website’ and ‘archive’ (Figure 9).111 The projects often use multiple terms to describe their 
activity across the site. However, similar results were achieved by a word search across all the 
resources’ ‘About’ pages, so including multiple terms used too (Figure 10).112 It is interesting 
that despite over half of the resources being affiliated with a university, the terms that can be 
considered most ’academic’ of them all are not commonly used across the resources, e.g. 
research resource, monograph or in fact, the thematic research collection itself. Although the 
majority of the resources analysed were built after the term TRC had been already created, it 
is evident that the term has not been successful as previously stated. 
  

                                                
111 The terms used here were extracted from the spreadsheet used in the analysis of the TRCs that includes a column with the name each collection has 
used (Appendix I).  

112 The same list of terms was used in the analysis of the ‘About’ pages, where the terms were identified that have been used in the description of the 
project, then counted and finally presented as a chart. 



 
 
64 

 
 

 

Figure 9. The most prominent term used by each resource. Descriptive terms such as ‘digital’ 
and ‘online’ were not taken in the consideration. Terms that appeared only once, e.g. 

reconstruction, were group together as ‘Other’.  

 

 

 

Figure 10. The terms used by the resources on their ‘About’ pages. Descriptive terms such as 
‘digital’ and ‘online’ were not taken in the consideration. Terms that appeared only once, e.g. 

reconstruction, were group together as ‘Other’.  
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3.2. London Charter  
 
As illustrated above, there is a significant diversity among art-historical TRCs and it is difficult 
to evaluate them using one set of measures. It is clear that both the theory and practice of TRCs 
are still in development and only time will tell what directions this process will take. For the 
purpose of this study, the focus is on those TRCs that deal with architectural subject matter 
and the ways they use digital technologies. The ‘use’ itself refers to a broad spectrum of 
applications of digital technologies, from recording and capturing data, through its analysis, 
to the final digital (online) dissemination. Furthermore, each of these phases employs a 
different set of digital tools and methods, ones that are available at the time and ones that 
match the needs of the tasks undertaken. This creates a problematic approach to the use of 
digital technologies and best practice, which are relative and change over time. One of the 
solutions here is an approach taken by the London Charter for the Computer-based 
Visualisation of Cultural Heritage that “does not seek to prescribe specific aims or methods, 
but rather establishes those broad principles for the use, in research and communication of 
cultural heritage, of computer-based visualisation upon which the intellectual integrity of such 
methods and outcomes depend.”113 The London Charter was conceived in 2006, by a group of 
experts who identified the lack of “intellectual transparency” in the field of heritage 
visualisation.114 They addressed the issue by seeking a consensus on the principles of the 
methodological rigour in the computer-based visualisations for cultural heritage.115 The 
overall structure and some recommendations in the London Charter were based on the 
UNESCO’s ‘Charter on the Preservation of Digital Heritage’ from 2003.116 
 
Called first The London Charter for the Use of 3D Visualisation in the Research and 
Communication of Cultural Heritage (Draft 1), it evolved into The London Charter for the 
Computer-based Visualisation of Cultural Heritage (2.1) in 2009 to reflect a broadening scope 
of 'computer-based visualizations', e.g. 2D, 3D, 4D and “even hard-copy printouts or 
computer-generated physical objects such as replicas of museum artefacts.” As listed in the 
London Charter’s ‘Objectives’ section, the principles were established in order to: 

                                                
113 Preamble to the London Charter for the Computer-Based Visualisations of Cultural Heritage, February 2009. 
http://www.londoncharter.org/preamble.html  

114 Richard Beacham, Hugh Denard and Franco Niccolucci, ‘An Introduction to the London Charter’, in Marinos Ioannides et al. (eds), The e-volution of 
Information Communication and Technology in Cultural Heritage, Proceedings of VAST 2006 (Budapest, 2006), pp. 263–9. 

115 For more information see: Denard, H., 2012. A new introduction to the London Charter. In: Bentkowska-Kafel, A., Baker, D., Denard, H. (Eds.), Paradata 
and Transparency in Virtual Heritage, Digital Research in the Arts and Humanities Series. Ashgate, Farnham, pp. 57–71. 

116 “Charter on the Preservation of Digital Heritage: UNESCO.” Accessed May 7, 2017. http://portal.unesco.org/en/ev.php-
URL_ID=17721&URL_DO=DO_TOPIC&URL_SECTION=201.html. 
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• Provide a benchmark having widespread recognition among stakeholders. 

• Promote intellectual and technical rigour in such uses. 

• Ensure that computer-based visualisation processes and outcomes can be properly 
understood and evaluated by users 

• Enable computer-based visualisation authoritatively to contribute to the study, 
interpretation and management of cultural heritage assets. 

• Ensure access and sustainability strategies are determined and applied. 

• Offer a robust foundation upon which communities of practice can build detailed 
London Charter Implementation Guidelines. 

 
The principles set by London Charter aimed to address only fundamental methodological 
approaches in order to “retain cross-context” relevance and remain valid regardless of 
technologies or technical standards used at given time. The first principle, ‘Implementation’, 
is self-explanatory and reads: “The principles of the London Charter are valid wherever 
computer-based visualisation is applied to the research or dissemination of cultural heritage.” 
The second principle, ‘Aims and Methods’ refers to “a computer-based visualisation method 
[that] should normally be used only when it is the most appropriate available method for that 
purpose.” This links to an evaluation of methods that should be undertaken accordingly as 
well as making decisions if new methods should be developed if needed. The third principle 
ensures relevant ‘Research Resources’ are identified, selected, analysed and evaluated in a 
structured and documented way. The fourth principle, ‘Documentation’ states that “sufficient 
information should be documented and disseminated to allow computer-based visualisation 
methods and outcomes to be understood and evaluated in relation to the contexts and 
purposes for which they are deployed.” This principle also describes some of the types of 
information that should be documented such as knowledge claims, research sources, process 
(paradata), methods, dependency relationships, and formats and standards. The fifth 
principle outlines digital preservation strategies that “should be planned and implemented to 
ensure the long-term sustainability of cultural heritage-related computer-based visualisation 
outcomes and documentation.” Finally, the last principle is about access, which should allow 
for the most beneficial use of the resource “for the study, understanding, interpretation, 
preservation and management of cultural heritage”. 
 
The above principles do not dictate exact strategies and solutions, but rather create a 
framework for a project to implement. A similar approach was taken by the Seville Charter, 
which was built on the London Charter principles, but specifically addressing the needs of 
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archaeological heritage visualisation projects.117 The additional principles of the Seville 
Charter included: Interdisciplinarity, Purpose, Complementarity, Authenticity, Historical 
rigour, Efficiency, Scientific transparency, Training and Evaluation.118 One can argue that 
some, if not all, of the ‘specific’ principles could also be applied to projects outside the field of 
archaeology. Furthermore, this links to the growing collaborative culture around the projects 
and their interdisciplinary nature, which in effect reach beyond defined disciplines as we know 
it. The London Charter in its universality addresses this aspect and leaves an open door for 
project-specific needs and requirements.  
 
 

  

                                                
117 Lopez-Menchero, V.M., and A. Grande. 2011. ‘‘The Principles of the Seville Charter.’’ Paper read at XXIIrd CIPA Symposium, 2–6. Prague, Czech 
Republic. 

118 “Seville Principles | Virtual Archaeology International Network. Innova / Virtual Archaeology Spanish Society. SEAV.” Accessed May 7, 2017. 
http://smartheritage.com/seville-principles/seville-principles. 
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3.3. Overview of ‘architectural’ TRCs  
 
It is a rare occurrence for a project to mention directly the use of specific recommendations, 
such as the UNESCO, London and Seville Charters. However, their principles are 
implemented to some extent across the TRCs analysed in this study. In order to investigate 
this further, a selection of eleven digital projects were analysed further from the perspective 
of the London Charter principles (Table 6). The selection was based on the relevance of the 
themes to this thesis’s study of the architectural paintings of the Oude Kerk in Delft. Due to 
the lack of resources dealing with paintings representing church interiors, or other interiors 
in a similar manner, the resources selected here deal with some aspects of digital 
representation, visualisation or dissemination of architectural subject matter online in a form 
of a TRC, that can allow for the best practice approach in building the church interior paintings 
TRC. Furthermore, this selection does not aim to be conclusive, but rather give an outlook of 
different approaches, problem solutions, dissemination methods as well as challenges through 
a lens of the London Charter principles. In order to look further into the art historical matter 
of the resources discussed here, the actual involvement of art historians, and their 
collaboration with other disciplines, e.g. computer science, was investigated. 
 
In terms of the production of the projects analysed, the border lines between the lead, 
execution, sponsorship and resources are blurred in terms of involvement of art historians or 
art history departments. Only in three examples out of eleven we can say that the project 
originated or was led by an art history department: Romanesque Churches of the 
Bourbonnais, Restoring Byzantium and Mapping Gothic France. In other examples it was 
rather an art historian or a few that were involved in the project and in wide spectrum of roles 
– from directors and principal investigators to researchers, advisors and consultants. In terms 
of digital humanities, five out of eleven projects originated / were led by a DH department or 
its equivalent: Romanesque Churches of the Bourbonnais, Digital Karnak Project, Rome 
Reborn, Skenographia and Digital Hadrian’s Villa Project. While digital humanities is often 
mentioned in relation to the projects’ development, the term ‘digital humanist’ per se, is not. 
This, perhaps, is a result of the title not being widely used despite the humanities scholars 
being actively engaged with digital humanities, as well as the complexity of the attitudes 
towards the title in general. 119  
 
 

                                                
119 Fiormonte, Domenico, Teresa Numerico, Francesca Tomasi, Desmond Schmidt, Christopher Ferguson, and Geoffrey Rockwell. The Digital Humanist: A 
Critical Inquiry, 2015 
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1 The Pompey Project 

http://www.pompey.cch.kcl.ac.uk/index.htm 

2 Romanesque Churches of the Bourbonnais 

http://learn.columbia.edu/bourb/ 

3 Plan of St. Gall 

http://www.stgallplan.org/en/index_plan.html 

4 

 

Restoring Byzantinum 

http://www.columbia.edu/cu/wallach/exhibitions/Byzantium/index.html 

5 Digital Karnak Project 

http://dlib.etc.ucla.edu/projects/Karnak/ 

6 Ancient Egyptian Architecture Online 

http://dai.aegaron.ucla.edu/index.php/welcome  

7 Rome Reborn 

http://romereborn.frischerconsulting.com/  

8 Skenographia Project 

http://www.skenographia.cch.kcl.ac.uk/index.html 

9 Digital Hadrian's Villa Project 

http://vwhl.clas.virginia.edu/villa/ 

10 Digital Abbey Theatre 

http://blog.oldabbeytheatre.net/  

11 Mapping Gothic France 

http://mappinggothic.org/ 

Table 6. A list of TRCs based on architectural material. 
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1) The Pompey Project 

 
This TRC focusing on the Theatre of Pompey “has produced a highly detailed computer 
visualisation of the site and Martin Blazeby from KVL [King's Visualisation Lab] has also 
modelled in 3D earlier 2D reconstructions by 19th and early 20th century scholars to create a 
comparative study of earlier interpretations.”120 In a nutshell, this statement clearly defines 
the aims and methods of the project, although its website does not provide a comprehensive 
section explaining it further. In fact, its home page presents a rather modest description of the 
topic and no information about the project in terms of its aims and methods (Figure 11).  
 
The main focus of the resource is given to the archaeological aspects, such as excavations and 
site documentation. In this respect, the supporting information and research sources are the 
strongest side of this TRC. The ‘computer visualisation’ and 3D models were included in the 
‘3D Visualisation’ section, which consists of a number of pages with short paragraphs and 
images of plans, drawings and 3D reconstructions (Figure 12). The only real-time model on 
the site, ‘the Canina model’ is available to view upon downloading and installing ‘the Turntool 
plugin’ as instructed on the site. The latter seems to be an outdated piece of software and 
limited to only PC computers to install. Furthermore, the site does not provide any detailed 
information nor documentation of the 3D reconstruction process. The sustainability and 
access aspects were not addressed on the project’s site in writing nor in practice. Overall the 
Pompey Project represents fragmented content, or perhaps ‘a work in progress’ scenario, with 
a very little parallel to the principles of the London Charter.  
 
The resource does not provide any detailed information about the team behind it, except for 
the names authors of the articles, such as James Packer, Richard Beacham and Kristin Triff. 
While the first two scholars come from Classics background with a focus on archaeology, 
history and theatre, Kristin Triff is a Professor of Fine Arts with a special interests in social 
history and architecture in the early Modern era. Martin Blazeby aforementioned, from digital 
humanities background, assisted the project with the computer-based visualisations of 
heritage sites. The King's Visualisation Lab (KVL), where the project originated was a part of 
the Department of Digital Humanities (DDH) at King’s College London.  
 

                                                
120 The Pompey Project, King's Visualisation Lab, King's College London (http://www.kvl.cch.kcl.ac.uk/pompey.html) 
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Figure 11. The Pompey Project – Home 

 

 

Figure 12. The Pompey Project – 3D Visualisations  
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2) Romanesque Churches of the Bourbonnais 

 
This project consists of a rich visual material documenting the churches of the Bourbonnais, 
such as photographs, plans, sections, ‘QuickTime Virtual Reality panoramas’ with a dozen 
‘complete three-dimensional models created through the use of laser Cyrax scanner’ (Figure 
13). The navigation of the site and viewing options allow for an interactive engagement with 
the site’s content. However, the contextual information is scarce, so is the overall coverage of 
the London Charter principles. There is no documentation provided regarding the project’s 
visualisations and the ‘Structural tool’ tutorial links to a ‘Page not found’. Furthermore, the 
links to QuickTime videos did not work at the time of the analysis. Overall, the architectural 
visualisations in this project cannot be fully evaluated due to outdated technology and the lack 
of in-depth accompanying information. 

 
Although the background information about the development of the project is not provided, 
we know from other sources that the project was led by Stephen Murray, Professor of Medieval 
Art History and Director of Art Humanities at Columbia University.121  
 

   

                                                
121 http://www.columbia.edu/cu/arthistory/faculty/Murray.html 
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Figure 13. Romanesque Churches of the Bourbonnais – Visualisations  

 
 
 
 

3) Plan of St. Gall 
 
The very first paragraph on the project’s home page reads: ‘The Plan of St. Gall is the earliest 
preserved and most extraordinary visualization of a building complex produced in the Middle 
Ages’. The project itself provides a large number of research sources and additional 
information related to the theme, e.g. annotated plans, related objects, material culture and 
extensive bibliography. The visualisations are actually video recordings of five physical 3D 
models that were created between 1877 and 1996 for research and exhibition purposes in the 
past (Figure 14). These ‘QTVR models’ are briefly described only from the software perspective 
and lack documentation in terms of the methodologies used. Although their aim is to present 
different conceptualisations of the St. Gall plan, the interface does not provide any 
comparative functions. The sustainability of this project is not addressed anywhere on the site 
either. In summary, the project presents a rich material to study the monastery of St. Gall, 
however, it does not reflect the London Charter principles in its current format. 
 
From the perspective of its development, the project provides a detailed and chronological list 
of people involved across different phases. The team consisted of an extremely diverse 
expertise, skills and backgrounds, including archaeology, medieval studies, history, art 
history, as well as librarians and technical team.122 

                                                
122 http://www.stgallplan.org/en/about_plan.html 
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Figure 14. St.Gall – 3D model visualisation 

 
 
 

4) Restoring Byzantium 
 
The Restoring Byzantium website was created in association with the exhibition "Restoring 
Byzantium: The Kariye Camii in Istanbul and the Byzantine Institute Restoration" in 2004 
(Figure 15). It is divided into three sections: Building, Exhibition and Resources. Similar to 
the projects already discussed, the research sources and contextual information also here plays 
the main role, while the ‘3D visualisations’ in QuickTime present basic recordings of the 3D 
models not allowing for any interaction apart from basic video options. The creation of the 
visualisations and the methodologies used are not provided, which in this case might be 
explained by the focus of the project - the art works and their iconography rather than the 
architecture or visualisations per se. From the perspective of the London Charter, only the 
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principle related to research sources can be identified here to some extent, while the other 
principles are not present. The project was a collaboration between a group of scholars (art 
history, architecture, archaeology) and a production team, and led by the Department of Art 
History and Archaeology at Columbia University.123 
 

 

Figure 15. Restoring Byzantium 

 

 
 

5) Digital Karnak 
 
The Digital Karnak Project (Figure 16) describes its three primary goals as: “(1) to assemble 
databases of information related to Karnak, (2) build an interactive computer model of the 
site, and (3) create a series of resources using the model and databases that are available online 
free-of-charge through this website and can be easily used for undergraduate education.”124 
Certainly it has achieved the goals, however only some elements of the London Charter 
principles can be identified. The aims of the visualisations are clearly stated and a large 
amount of research sources and additional information, including ‘expert material’ are 

                                                
123 http://www.columbia.edu/cu/wallach/exhibitions/Byzantium/html/resources_credits.html 

124 “Digital Karnak: Welcome.” Accessed December 20, 2015. http://dlib.etc.ucla.edu/projects/Karnak/. 



 
 
76 

provided. The methods used are mentioned, e.g. videos, ‘3-D Virtual Reality model‘ [sic], but 
without technical detail nor documentation of the process itself. In terms of sustainability, this 
as well the other TRCs mentioned so far, it is problematic to approach this matter due to lack 
of information about the preservation strategies and future plans. This links to the access to 
the visualisation materials, which in principle is provided, although its longevity is not 
discussed.  
 
The project was developed by “a team of noted Egyptologists, educators, architects, and 
technologists [who] were brought together to develop learning resources related to the Temple 
at Karnak in Egypt”.125 An art-historical expertise in the project was brought in by its 
Director, professor Diane Favro who specializes in the urbanism of ancient Rome, 
archaeological historiography, women in architecture, and digital applications of 3D 
modelling in the humanities. 
 

 

Figure 16. Digital Karnak Project 

 
 
 

6) Ancient Egyptian Architecture Online 
 
The Aegaron project ‘provides vetted and standardized architectural drawings of a selection of 
ancient Egyptian buildings’, which are extensively documented and displayed in map-based 

                                                
125 http://wayback.archive-it.org/7877/20160919152324/http://dlib.etc.ucla.edu/projects/Karnak/about 
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visualisation with a number of viewing and scaling options (Figure 17). The content also 
includes a detailed description of the drawings and a section about ‘How to read the drawings’. 
Furthermore, the plans, including PDFs and CAD drawings, are available to download. 
Although the sustainability of the visualisations is not discussed on the project’s website, the 
variety of formats, clear descriptions of the data and accessibility certainly increase the 
visualisations’ longevity to some extent. Overall this project can be considered as a good 
example of implementation of the principles of the London Charter. 
 
The team behind the Aegaron project involved a diverse community of Egyptologists, 
archaeologists, technical staff and librarians, and no art historians according to the project’s 
team description.126 
 
 

 

Figure 17. Aegaron project 

 
 
 
 
 

                                                
126 http://drupaldev.aegaron.ucla.edu/team 
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7) Rome Reborn 

 
The Rome Reborn project, which essentially is a ‘digital model of Ancient Rome’ has many 
goals as described on its website, from the reconstruction of the city for research purposes, 
through the support for the visualisation of the state of archaeological findings to its use in 
video games (Figure 18). However, the actual dissemination of the 3D model is limited to a 
dozen still images displayed on the website, with minimum information on the objects 
represented. The site lists eleven papers related to certain aspects of the project, e.g. particular 
buildings or technical aspects, but it does not provide a comprehensive documentation of the 
project as a whole. The methodology and research sources are briefly described, but with no 
connection to the 3D model itself, which is not accessible on the site. The sustainability of the 
project is mentioned in the context of its future development and collaborations rather than 
from a technical perspective or in relation to digital preservation. In summary, the Rome 
Reborn project’s information seems to have a little relevance to the principles of the London 
Charter, which to some extent might be explained by its commercial focus.  
 
The project involved a large international community of scholars and technologists, including 
a number of art historians, architectural historians and archaeologists. In this regard the 
Rome Reborn can be seen as a truly international and interdisciplinary project. 
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Figure 18. Rome Reborn 

 
 

8) Skenographia Project 
 
The Skenographia Project is about ‘investigating Roman wall paintings through digital 
visualisation’ using an array of methods and research sources, such as photographs, plans, 
wall paintings analysis and 3D visualisations (Figure 19, Figure 20). The aim and methods of 
the visualisations, as well as the documentation of the process are sufficiently covered and 
illustrated throughout. What is exceptional about this project is the presence of the 3D 
modelling paradata with descriptions and images for each case study. It gives a better 
understanding of the research design and digital methods used, and it supports the 
documentation too. The London Charter principles regarding sustainability and access are not 
mentioned on the project’s site. Furthermore, some of the 3D visualisations are listed as ‘Real-
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time 3d model’ [sic], but due to the Turntool plugin used their viewing is no longer possible. 
This issue appeared in the Pompey Project discussed earlier.   
 
The ‘People’ section on the project’s website lists four team members, Professor Richard 
Beacham, Dr. Hugh Denard, Drew Baker and Martin Blazeby, which combine archaeology and 
theatre backrounds with computer visualisations, but with no involvement from art history 
discipline. 
 
 

 
Figure 19. Skenographia Project: 
an overlay of 3d model onto wall 

painting. 

 

 

 
Figure 20. Skenographia Project: 

Comparison of fresco with 3d 
model  viewed with life-like 

perspective. 

 

 
 
 

9) Digital Hadrian's Villa Project 
 
Another project representing a high standard in terms of providing documentation and 
paradata is the Digital Hadrian’s Villa Project (Figure 21). It consists of an excessive amount 
of research sources, background information and visual materials such as 3D models, 
photographs, panoramas, aerial views, maps and a database of over 200 art objects related to 
the project. The main map as well as the plans of the buildings are annotated and linked to 
additional sources such as historical images, photographs and panoramic views (Figure 22). 
The annotated 3D models are available to view in real-time and download together with 
software and manipulation instructions. The 3D models’ paradata forms consists of detailed 
information about the workflow, which were filled by the 3D modelers with annotations from 
the process itself. Overall, this project reflects most of the London Charter principles in its 
form and functionality. 
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Similar to aforementioned project ‘Rome Reborn’, also this project was led by Professor 
Bernard Frischer who brought together a multidisciplinary team of scholars, experts and 
technologists, including art historians and curators too.  
 

 

Figure 21. Digital Hadrian's Villa Project 

 

 

Figure 22. Digital Hadrian's Villa Project 
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10) Abbey Theatre, 1904 
 
The Abbey Theatre, 1904, created a digital three-dimensional model of the old Abbey Theatre 
as it was on its opening night, 27th December 1904 (Figure 23). The Abbey Theatre project is 
a rare example of a direct implementation of the London Charter principles. Therefore the 
process of the computer-based visualisation for the project was documented in detail, its aims 
and methods clearly stated and research sources provided. The sustainability aspect was 
mentioned in the scope of the project listing ‘three industry-standard file formats’ that the 
model was planned to be delivered. However, the access to these materials is not provided on 
the site and there is no information on the generic access matters either.  
 
The project was an initiative by King’s College London academic, Dr Hugh Denard with Trinity 
College Dublin’s Long Room Hub and Niall O hOisin of NOHO, the latter being a private 
company.  
 
 

 

Figure 23. Abbey Theatre, 1904. 
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11) Mapping Gothic France 

 
The approach of this project is similar to the one of the Romanesque Churches of the 
Bourbonnais already discussed in terms of the information provided and display of the 
architectural visualisations (Figure 24, Figure 25). As the name suggests its focus is on spatial 
distribution of Gothic architecture across France, thus the map, locations and connections 
between the buildings and places are prominent. In some cases additional visual sources are 
provided such as photographs, plans, sections, laser scan images, stereoscopic images and 
panoramas. An interesting feature allows for visual comparisons of the churches using 
different parameters, such as the floorplans, transverse sections and others. The aims of the 
project are further described together with the historical context of the topic and a series of 
stories. Except for those elements, the other principles of the London Charter, such as 
Methods, Documentation, Sustainability and Access are not addressed on the project’s site. 
 
The project was initiated by Stephen Murray, Professor of Art History and Archaeology at 
Columbia University and Andrew Tallon, Assistant Professor of Art at Vassar College, and 
developed within the framework of collaboration between the Media Center for Art History in 
the Department of Art History and Archaeology at Columbia University, the Visual Resources 
Library at Vassar College, and the Columbia University Libraries. 
 
 

 

Figure 24. Mapping Gothic France 
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Figure 25. Mapping Gothic France 

 

 

The above overview of TRCs dealing with architectural and computer-based visualisations, 
although brief, clearly shows that some principles of the London Charter are applied more 
often than others. The aims of such visualisations are usually stated in the introductions, often 
in the ‘About’ sections of TRCs, however the methods receive limited, if any attention on the 
projects’ sites. The research sources are often provided in the form of background information 
or additional sections. The documentation of the processes, particularly including technical 
detail and step-by-step progress is rarely provided. The projects seem to prefer presenting the 
finished and polished ‘work’ on their sites without the details of the actual workflow and 
behind-the-scenes content. In terms of sustainability, this principle is also rare to encounter. 
Perhaps in some cases this aspect is covered within the project’s initial proposal or overall 
strategies, however it does not appear to make it to the public domain on the site. The access 
is also rarely discussed, and where it is, it usually mentions the re-use of the content in terms 
of copyright. While the online access is there, the elements of each project, particularly the 
computer-based visualisations, have access limitations. Technology would be one of the main 
reasons, where certain formats or plugins become obsolete or no longer readable by modern 
computers. The access to the data itself and its different formats, which could be a remedy to 
some technological barriers mentioned above, is rarely provided. In summary, there is a room 
for improvement for TRCs dealing with computer-based visualisations in terms of best 
practice approach and a wider implementation of the London Charter in general. 
 
In terms of human resources, all the projects above involved a collaboration between 
researchers and technologists. The humanities researchers were from different disciplines, 
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mostly archaeology, and a half of the projects mentioned above included an art historian in 
their teams. The technologists involved were from one person to large teams, which was 
dictated by the scope and funding of the projects, as well as technological requirements.  
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3.4. Summary 
 
As defined by the Oxford dictionary, best practice means ‘commercial and professional 
procedures that are accepted or prescribed as being correct or most effective.’127 In relation to 
best practice in art-historical thematic research collections, this definition is problematic to 
apply. Firstly, how should we approach the subject of ‘accepted’ procedures in this case? 
Certainly, art historians use TRCs, and take part in their creation, but it is difficult to establish 
if by using or creating such resources they accept the procedures that went into their creation 
from the perspective of the art history discipline. This particularly relates to the technological 
aspects of the resources, which belong to the computer science area of research and interest.  
 
The above statements lead to a practical question, do art history and art historians need their 
own best practice to be defined, accepted and prescribed in terms of thematic research 
collections? The short answer is yes. Firstly, the number of thematic research collections in art 
history is growing as a result of the overall growing trend for digital dissemination of 
knowledge and research, digitisation of historical material, use of digital resources in teaching 
and so on. Secondly, art-historical scholarship is changing, similarly to other disciplines, such 
as museum and library studies, where digital scholarship is now an inevitable part of their 
methodology. Thirdly, a more active involvement of art historians in such endeavours has a 
great potential of creating and developing new discipline-specific tools and methods, or 
improving the existing ones at the very least. Overall, it is crucial for the discipline, whose 
research is so heavily dependent on visual material, to have its own best practice established 
and be able to actively take part in the wider application of digital technologies in humanities.  
 
When it comes to particular components of digital collections, especially technical matters, 
work on best practice has been carried out for decades and resulted in an enormous quantity 
of resources. One looking for best practice in relation to metadata or file formats, for example, 
should not have any problems finding it. The best practice developed by the Getty128 or JISC129 
over the years is well known and widely used. In Ireland, the publications by the Digital 
Repository of Ireland also provide a number of useful guidelines.130 In terms of digitisation 

                                                
127 ‘Best Practice - Definition of Best Practice in English | Oxford Dictionaries’, Oxford Dictionaries | English 
<https://en.oxforddictionaries.com/definition/best_practice> [accessed 11 October 2016] 

128 ‘Search Tools and Databases (Getty Research Institute)’ <http://www.getty.edu/research/tools/> [accessed 11 October 2016] 

129 ‘Jisc’, Jisc <https://www.jisc.ac.uk/> [accessed 11 October 2016] 

130 ‘Publications | Digital Repository Ireland’ <http://dri.ie/publications> [accessed 11 October 2016] 
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and digital image processing, the resources are endless, as most of the libraries and archives 
publish their own guidelines or follow the best practice prescribed by the leading institutions 
in this field, such as the Online Computer Library Center for example.131 
 
Digital Humanities Data Curation guide covers many aspects of data curation in the digital 
humanities, including digital collections and aggregations for example.132 What is particularly 
interesting about the latter source is its approach – a compilation of articles, each providing a 
short introduction and a list of links to other resources, as “structuring articles in this way 
acknowledges the many excellent resources that already exist to provide guidance on subjects 
relevant to curation such as data formats, legal policies, description, and more.” It is a very 
thoughtful move, as the vast majority of standards and guides are scattered across the 
Internet, and it becomes more and more important to link the existing data rather than 
duplicating it. 
 
Despite the growing numbers of freely available guidelines related to digital collections, one 
significant issue seems be neglected along the way in the context of art history discipline. It is 
accessibility, but not in terms of the actual access to the resources, rather in terms of 
understanding and usability of such resources. It is safe to say that despite the best attempts, 
the format and language of such guides are not ‘art historian’ friendly. Zorich in a report from 
2012, in the section about obstacles facing digital art historians, highlighted that one of the 
problems is ‘a schism in the field between those who “speak the language of digital art history 
and those who do not”’.133 This can apply to ‘non-digital’ art historians, who often do not speak 
the language of digital technologies, including digital collections, which in effect means they 
have difficulties understanding the guidelines. Unlike museum and library studies, where 
digital records management is integrated in the training in relation to collections in most 
cases, any digitally orientated training is still rare to find in art-historical curriculum. 
 
Other findings from Zorich’s report underpin the issue of lack of skills and understanding of 
digital technologies among art historians, particularly on a senior level. It would be unfair to 
expect the opposite if at the time of their art-historical training and early professional career 
development the technologies we are discussing today did not exist or were not of interest in 
the humanities at all. Moreover, this situation is improving extremely slowly. In this context, 

                                                
131 ‘Research Collections and Support’ <http://www.oclc.org/research/themes/research-collections.html> [accessed 11 October 2016] 

132 Fenlon, Katrina, Jett, Jacob, L. Palmer, Carole, ‘Digital Collections and Aggregations’, DH Curation Guide, 2014 
<https://guide.dhcuration.org/contents/digital-collections-and-aggregations/> [accessed 11 October 2016] 

133 Zorich, Diane M., ‘Transitioning to a Digital World’, 2012, p.25 <http://www.academia.edu/download/31018497/Zorich_TransitioningDigitalWorld.pdf> 
[accessed 4 September 2014] 
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the need for guidelines how to approach, plan and develop thematic research collections for 
art historians is viable. 
 
This study aims to create a bridge between theory and practice that will allow for a better 
understanding and further development of thematic research collections in the discipline of 
art history. By investigating what has been achieved in this area to date, we can get a bigger 
picture of the state of the art and learn from it. The results provide us with an extensive amount 
of theory, originating however, in digital humanities related fields, not art history itself. 
Perhaps the most important conclusion is to follow the best practice established by the 
discipline, but rather in its rigour and academic qualities rather than technological 
advancements. The latter change and need a constant evaluation as illustrated above across a 
number of TRCs. In this context, a set of principles such as the London Charter play an 
important role in helping to understand the best practice that will not age. 
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4. Architectural paintings of the Oude Kerk in Delft 
 

 
The theme for this thesis, Architectural Paintings: Oude Kerk in Delft, was chosen for three 
main reasons. Firstly, it is a continuation of the author’s research on Dutch art, which a special 
interest in a church related topic; Protestant and particularly Calvinist art, iconoclasm, and 
church interior paintings. Secondly, it addresses the lack of recent studies on the topic, which 
would incorporate new methodologies and review research findings from decades ago. For this 
reason, the contribution to existing knowledge and understanding of the genre from the 
perspective of new approaches is a priority. Thirdly, as a genre focused on representations of 
three-dimensional space in two-dimensional medium, and the applications it carries, this 
theme offers a complex field to explore with application of digital tools and methods. 
 
While the previous two chapters discussed the state of the art of thematic research collections 
in relation to the discipline of art history, which can be considered baseline for this thesis’ 
technical and practical approach and execution, this chapter focuses on the theme of the study 
– the architectural paintings of the Oude Kerk in Delft. In order to place the motif of a church 
in the context of history of art and predominantly Dutch art, this chapter starts with a short 
introduction on church interior in paintings. This leads to the next section about the actual 
genre of church interior paintings and its formation in tandem with new iconography in Dutch 
art in the seventeenth century. This is followed by a literature review, where the church in 
question – the Oude Kerk in Delft – is looked at from the perspective of the researchers 
working on this topic and their findings to date.  
 
Building a thematic research collection for this thesis is a twofold process. The first involves a 
study of the concept of a TRC in general and its application in history of art discipline. This 
leads to the second part of the process, which is research of the theme and organisation of the 
information in a way that allows for its further inclusion in a TRC. This chapter aims to serve 
the latter, with a focus on the topic and our knowledge of it, including the gaps that this thesis 
fills as a result.  
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4.1. Church interior in paintings – a short introduction 
 
In early Christian iconography, an image of a church represented a symbolic form of a building 
as well as a religious congregation, rather than any attempt to represent a ‘realistic’ portrayal 
of an architectural structure. During the Middle Ages, church architecture began to be used as 
a setting for religious scenes, a stage where the theatre of the miracles took place. In these 
representations, we see the very first attempts to reflect a ‘real’ building, especially with the 
use of perspective. The Trinity fresco at Santa Maria Novella in Florence, by Masaccio (1401-
1427?), is considered a breakthrough in this development (Figure 26). A phantasmagorical 
space has been replaced by a thoughtfully calculated structure of the chapel, with a fixed 
vantage point and perspective effects ( 
 
Figure 27). Although still being a symbolic motif, and not corresponding to a particular 
interior or realistically sized space, this was an important move towards the further 
development of this subject. 
 
 

Figure 26. Massacio, The Trinity, fresco 

Massacio (1401-1428/29?) 

The Trinity 

c.1426 

Fresco 

640 x 317 cm 

Museo di Santa Maria Novella, Florence 
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Figure 27. Massacio, The Trinity, image projection 

The reprojection image is defined as the image created by projecting the computed three-
dimensional reconstruction onto the plane of the painting.  

© Musei Comunali di Firenze. Criminisi, Kemp and Zisserman. 
http://3dvisa.cch.kcl.ac.uk/project73.html 

 
 
Similar trends were emerging across the Alps in the Northern Europe, particularly in Flemish 
and Netherlandish painting. At a very early stage, a church motif in a painting became an 
opportunity to not only apply recently acquired skills in perspectival drawing, but also in more 
decorative, almost jewelled style of filigree elements in early Netherlandish paintings. This is 
well represented in the works of Jan van Eyck (c.1390-1441), for example: Madonna in The 
Church (Figure 28) and the Annunciation (c.1434-36). The analysis of the latter painting, 
discussed by E. Melanie Gifford in her article “Van Eyck’s Washington Annunciation: 
Technical Evidence for Iconographic Development” illustrates the process of constructing the 
interior by van Eyck. 134 His underdrawing, now hidden under the layers of paint, can be seen 
in the infrared reflectogram of the painting (Figure 29, Figure 30) . 
 

                                                
134 Gifford, E. Melanie. “Van Eyck’s Washington Annunciation: Technical Evidence for Iconographic Development.” The Art Bulletin 81, no. 1 (March 1999): 
108. doi:10.2307/3051289. 
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Figure 28. Jan van Eyck, Madonna in the church 

c.1438 

Oil on oak panel 

31 x 14 cm 

Gemäldegalerie, Berlin  

 
 
 
 



 
 

93 

  

 

Figure 29. Jan van Eyck, The 
Annunciation 

c.1434-36 

Oil transferred from wood to 
canvas 

93 x 37 cm 

National Gallery of Art, Washington 

 

Figure 30. The Annunciation, 
Infrared reflectogram assembly  

Gifford – 1999 – “Van Eyck’s 
Washington Annunciation: 

Technical Evidence for 
Iconographic Development”  

[Fig.4, p. 110] 

 
 



 
 
94 

 

4.2. Church interior paintings and their historical context 
 
In the early 16th century, the church interior occasionally appeared as a main feature of a 
painting, although it was still more a decorative setting for the main subject, rather than an 
independent genre. It was in the second half of the 16th century when so-called architectural 
painters developed a genre of imaginary church interiors, which formally preceded the more 
“realistic” works of the Dutch Golden Age. Church interiors, and other type of buildings 
depicted at that time, were inspired by existing architecture, although the artists’ approach 
was selective and based on collating particular elements from different churches with 
imagined elements. These paintings represent exceptional attention given to the decoration, 
staffage and overall detail, and they are reminiscent of a busy market place filled with action, 
decoration and opulence rather than a church space (Figure 31). This situation changed 
dramatically in the dawn of the Reformation, when religious imagery was forbidden in a 
church interior.  
 

 

Figure 31. Paul Vredeman de Vries, Interior of a Gothic Church 

c.1596-97 

108.5 x 115 cm 

Kunsthistorisches Museum, Vienna 
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The next phase of church interior and architectural paintings began around 1650, and it only 
lasted a few decades. It is represented by a relatively small group of specialized artists, such as 
Pieter Jansz Saenredam (1597-1665), Emanuel de Witte (1616-1692), Hendrick Cornelisz Van 
Vliet (1611-1675), Gerard Houckgeest (ca.1600–1661) and Anthonie De Lorme (c.1610-1673). 
In many cases, the same church’s interior was depicted by the same artists dozens of times, 
however, the composition, vantage point and staffage varied. At first glance they seem to be 
realistic, although after taking a closer look, it is clear that it is rather a “realistic imaginary”.135 
This stylistic category is quite complex. Firstly, the artists often borrowed elements from other 
existing churches or simply invented their own motifs. Secondly, the geometrical accuracy and 
perspective were also manipulated in order to achieve a more optically appealing view. Thus, 
“it can be difficult to distinguish between fact and fantasy within such paintings.”136 
 
Similarly, it is difficult to firmly classify this genre as a result of religious turbulences that 
brought far-reaching changes to art in the Netherlands, although the connection is vital. The 
events of churches being plundered, stripped of any religious decoration or even destroyed 
during the Beeldenstorm in 1566 are well documented in written and visual accounts, although 
on many occasions they exaggerate the actual actions due to a progressive religious polemic 
between the Catholics and Reformed Church of that time. Images like the engraving by Frans 
Hogenberg (c.1540-c.1590) depicted perhaps more violent and dramatic acts than the actual 
events (Figure 32). Nevertheless, the impact of the ideological and theological undertakings 
afterwards was profound, and was vivid in the mindset of the next generations of artists 
(Figure 33). The churches became obsolete spaces stripped of their decorative and symbolic 
layer observed in the Vries’ painting mentioned above. It is not certain if the process of white-
washing reached all the churches and effectively turned the spaces into those white empty 
structures we see in the church interior paintings in the second half of the 17th century. 
However, the Beeldenstorm paved the way for a new church interior in terms of function, 
meaning and aesthetics. 
 

                                                
135 W.A. Liedtke, Architectural Painting in Delft, Doorspijk 1982, pp.22-33. 

136 Vanhaelen, Angela, The Wake of Iconoclasm: Painting the Church in the Dutch Republic, 2012, p.46. 
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Figure 32. Frans Hogenberg, The Beeldenstorm of 20th August 1566 

1588 

Copper engraving 

18.6 x 27.6 cm 

British Museum, London 
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Figure 33. Dirk van Dalen (c.1604/1605-1671), Iconoclasts in a church 

1630 

oil on panel 

50 x 67 cm 

Rijksmuseum, Amsterdam 

 

 
Church interior paintings as a genre are iconographically rooted in those events, despite no 
consensus regarding the genre's strict and exclusive affiliation with Catholic or Protestant 
religion. The flourishing art market in the Netherlands at the time had no boundaries in terms 
of confession. It was the genre and most of all, taste and artistic skill that mattered. The artists 
themselves were particularly business-driven in many cases, targeted their works towards 
certain clients. This relationship was very variable and often a Catholic artist painted for 
Protestant client and vice versa. Vliet, who devoted most of his artistic career to painting 
interiors of Protestant churches, and the Old Church in Delft particularly, ‘was probably a 
Catholic himself’ as he painted a number of portraits of the most distinguished Catholic 
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families in Delft, such as van der Dussen. 137  De Witte went a step further; he not only painted 
‘Catholic’ and ‘Protestant’ church interiors, but he very often combined the two in one 
painting. This “iconoclash” of the two confessions, two very different tendencies towards 
images and two iconographic approaches are captivating in his work, although not uncommon 
on that much commission-driven art market.138  
 
On the other hand, formally the genre is highly influenced by the Protestant confession, 
particularly Calvinism. The state of the churches represented in the paintings reflects the 
contemporary status quo, i.e. after the Beeldenstorm. The lack of Catholic and medieval 
decoration is striking. The walls are whitened, the altars are gone and the main focus is on the 
pulpit, in most cases a contemporary one that replaced the one belonging to a Catholic past. 
The pulpit in the Oude Kerk in Delft from 1578 is an exception. It has richly decorated panels 
representing traditional scenes typical for the Roman Catholic iconography in the 16th 
century.139 It is not known what was the exact reason for keeping this pulpit in the church 
despite the fact that Iconoclasts destroyed almost the entire church’s interior decoration in 
1566 and 1572. One theory states that its beautiful decoration helped it to survive.140 The other 
feature from the traditional church interiors that was not only kept after the Beeldenstorm, 
but even given a remarkable attention was the organ. This was due to the important role music 
played in the new, reformed church and liturgy.  
 
  

                                                
137 Walter Liedtke et al, Vermeer and the Delft School [Cat. exh. The Metropolitan Museum of Art, March 8, 200 – May 27, 2001; The National Gallery, 
London, June 20 – September 16, 2001]. New York: The Metropolitan Museum of Art, 2001. p.407. 

138 Scribner, Matthew, “Illusion and Iconoclasm in Emmanuel de Witte’s A Sermon in the Old Church in Delft,” Shift: Queen’s Graduate Journal of Visual 
and Material Culture 2 (2009). 

http://shiftjournal.org/wp-content/uploads/2014/11/scribner.pdf  

139 Walter Liedtke et al, Vermeer and the Delft School, p.33. 

140 Cited after Scribner, Matthew, “Illusion and Iconoclasm…” (the link is no longer accessible): “Oude Kerk Delft, ‘History’, http://www.oudekerk-
delft.nl/eng/kerkgebouw/index.html (accessed March 30, 2009). The website hints that the pulpit’s aesthetic appeal is the reason for its survival: “Anything 
that still remained inside the church after the fire, was completely destroyed by the iconoclasts in 1566 and 1572. Only the exceptionally beautifully carved 
pulpit dating from 1548 survived these bitter times.” 
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4.3. Literature review  
 
In one of the early articles discussing church interior paintings, ‘Architectural Painting in the 
Netherlands’, Richardson presented a short history of the genre.141 He discussed briefly a 
group of paintings from the Detroit Institute of Art, which illustrate the development of the 
genre from early examples of imaginary architecture painted by Peeter Neefs the Elder 
(Flemish, 1578-1656) and Hendrik van Steenwyck the Younger (Flemish, 1580-1649), through 
Saenredam, to the Delft painters such as Houckgeest, van Vliet and de Witte. He builds the 
progress of the genre upon the treatment of perspective, drawing and light. In the first 
instance, based on ‘The Interior of a Gothic Cathedral’ by Peeter Neefs the Elder, “the effect of 
space is created by the meticulous drawing of the interior in straight-line perspective. Its 
architectural derivation is evident.” (Figure 34)142 He compares the impression of the space to 
an observer being “a Gulliver looking into a Lilliputian cathedral”. The next stage was 
manifested in the work “an extraordinary genius, Saenredam, who broke away from the 
orthogonal construction of rooms within the picture.”143 
 

                                                
141 E.P. Richardson, ‘Architectural Painting in the Netherlands’, Bulletin of the Detroit Institute of Arts, 16.7 (1937), 106–13 
<http://www.dalnet.lib.mi.us/dia/collections/diaBulletins/16-7.pdf>. 

142 Ibid., p. 107. 

143 Ibid., p. 108. 
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Figure 34. Richardson - 1937 - Architectural Painting in the Netherlands – p.107 

 
Finally, Richardson acclaims the achievements of the Delft painters. The painting ‘Interior of 
the Nieuwe Kerk in Delft’, by van Vliet "illustrates the revolution in the artist's understanding 
of space” and successfully places the observer within the space rather than in the position of a 
distanced Gulliver (Figure 35Error! Reference source not found.).144 He highlights the 
use of diagonal views and that characteristic and “oblique angle at which the church is seen, 
throws a vanishing point of the lines of perspective outside the frame of the picture.”145 
  

                                                
144 Ibid., p. 109. 

145 Ibid. 
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Figure 35. Richardson - 1937 - Architectural Painting in the Netherlands – p.111 

 
 
The last painter discussed by Richardson, and in more biographical detail, was de Witte, 
“complete master of study of light” who brought the “architectural painting to perfection” 
(Figure 36).146 Although five of his works are mentioned, the author mostly addresses the use 
of light and colour by de Witte and the only reference to his use of perspective and composition 
is confined in a remark regarding the observer in his paintings, who “stands within the center 

                                                
146 Ibid., p. 110-111. 
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of a wide interior, whose walls are present by suggestion although one sees only a corner of 
the church.”147  
 

 
 

Figure 36. Richardson - 1937 - Architectural Painting in the Netherlands – p.112 

 
 
 

                                                
147 Ibid., p. 111. 
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A decade later, in the article entitled 'A Church Interior by Emanuel De Witte’, Sweet discussed 
the Oude Kerk in Delft painting from the Art Institute of Chicago Collection (Figure 37). He 
not only incorrectly identified the painting as representing the church in Amsterdam, but he 
also linked it with other two representations of 'the same church.148 The Speyer version, 
according to Sweet dated 1662, formerly in the Edward Speyer Collection in England “is 
practically identical with our picture except for the difference in the arrangement of the figures 
in the foreground” (Figure 38).149 It seems that the painting referred to was that sold by 
Christie’s in April 2002 in London, although it is dated 1682 and of the church in Delft.150 On 
the other hand, two paintings, formerly in the Northbrook collection and both dated 1669, are, 
according to Sweet, “very similar in composition and treatment” to the one from Chicago.151 
The last, third, version that Sweet included in this group is an undated painting, “almost 
identical in the architectural details but again differing in the placement of the figures”.152 
According to Sweet, the painting was in the Johnson Collection in Philadelphia. The only 
painting by de Witte that appeared in the catalogue of John G. Johnson’s paintings in 1911, 
and consequently in 1941 edition, was listed as number 600: “WITTE, EMANUEL DE. 
Alkmaar, Delft, Amsterdam, 1617-1692. INTERIOR OF CHURCH. wood, 18 ⅛ x 13 ½”.153 
Since 1972, the painting has been attributed to Hendrik van Streek and this attribution is 
currently in use.154 Van Streek was de Witte’s pupil; hence similarities between the two artists 
are indeed noticeable. Furthermore, this provides information about the dating of the painting 
itself, as van Streek worked under de Witte’s auspices circa 1688.155  

                                                
148 Frederick A. Sweet, ‘A Church Interior by Emanuel De Witte’, Bulletin of the Art Institute of Chicago (1907-1951), 36.5 (1942), 65 
<http://dx.doi.org/10.2307/4115992>. 

149 Ibid., p. 67. 

150 ‘Emanuel de Witte (Alkmaar C. 1617-1691/2 Amsterdam)’<http://www.invaluable.com/auction-lot/emanuel-de-witte-alkmaar-c.-1617-1691-2-amsterda-
554-c-w9f5b8l3ca> [accessed 14 November 2015]; ‘The Interior of the Oude Kerk, Delft, with a Sermon in Progress by Emanuel de Witte on Artnet’ 
<http://www.artnet.com/artists/emanuel-de-witte/the-interior-of-the-oude-kerk-delft-with-a-sermon-zQdYlhmzd3oJcpWV4Ykckg2> [accessed 14 November 
2015]. 

151 Francis George Baring Northbrook, A Descriptive Catalogue of the Collection of Pictures Belonging to the Earl of Northbrook (London, 1889). The two 
de Witte’s paintings from the Northbrook’s catalogue, number 51 and 52, match two paintings currently in the Rijksmuseum 
(https://www.rijksmuseum.nl/nl/collectie/SK-A-4055 and https://www.rijksmuseum.nl/nl/collectie/SK-A-4054) 

152 Sweet, ibid., p.67. 

153 John G. Johnson Collection (Philadelphia, Pa.) and Henri Marceau, Catalogue of Paintings. John G. Johnson Collection (Philadelphia, Pa.) 
(Philadelphia, 1911), p. 41.  
<http://catalog.hathitrust.org/Record/000330901>. 

154 John G. Johnson Collection (Philadelphia, Pa.) and Henri Marceau, Catalogue of Flemish and Dutch paintings. John G. Johnson Collection 
(Philadelphia, Pa.) (Philadelphia, 1972), p. 83-84; Dugan, Owen Hess (ed.); Pascheetto, John (ed.); Scott, Curtis R.(ed.), Paintings from Europe and the 
Americas in the Philadelphia Museum of Art : a concise catalogue (Philadelphia, 1994), p. 99; Philadelphia Museum of Art Online Collection, 
http://www.philamuseum.org/collections/permanent/102398.html?mulR=720687245|1 [accessed 23 November 2015]; ‘Explore Hendrik van Streek’, RKD – 
Netherlands Institute for Art History, https://rkd.nl/en/explore/images/263093 [accessed 23 November 2015] 

155 Adriaan van der Willigen and Fred G. Meijer, A Dictionary of Dutch and Flemish Still-Life Painters Working in Oils, 1525-1725 (Leiden: Primavera Press 
in cooperation with the Netherlands Institute for Art History (RKD), 2003), p. 191.  <http://catalog.hathitrust.org/Record/004290240>. 
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Figure 37. Sweet - 1942 - A Church Interior by Emanuel De Witte - cover 

 

 

Figure 38. Sweet - 1942 - A Church Interior by Emanuel De Witte – p.67
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Aside from the incorrect attribution, Sweet distinguishes such characteristics of de Witte’s 
talent as “clearly defined architectural details” of the church. Furthermore, he states that 
his “perspective is as faultless as that of the well-disciplined architect.”156 In the same 
paragraph, he notes that the artist scaled down the figures, which in effect increased the 
notion of the immensity of the church. This method is a well-known technique among the 
church interior painters, who deliberately used it to optically expand, especially vertically, 
the existing space. De Witte is not an exception and this fact rather contradicts his 
“faultless” perspective used in the composition and structure of the painting.  
  
The account above is a rare example of Sweet’s analysis of de Witte’s methodological 
approach. The author gives more consideration of de Witte’s use of light, colour and creation 
of the “the religious mood” and “religious feeling” than the creation of architectural and 
perspectival structure itself. Discussing de Witte’s painting of the Oude Kerk in Amsterdam 
from the Cleveland Museum of Art, Stechow, on the other hand, notes, “With the exception 
of the large window of the transept, all architectural elements are obscured”.157 In the same 
article, he claims that de Witte, while resided in Delft (1641 - ca.1650), “painted interiors of 
the Oude Kerk of that town with considerable exactness."158  
 
Furthermore, on a number of occasions Sweet mentions that de Witte was combining, 
blending or mixing elements of different churches in one painting, “similarly to some 
contemporary Dutch landscape painters that combined different towns in their 
paintings”.159 Although this treatment was common among artists, it is important to note 
that landscape painting with elements of nature, imaginary elements and urban motifs, 
offered much more freedom for such amalgamates and compositions. The church interior 
paintings being more structured in terms of the reminiscence of the actual architectural 
setting, were not only more dependent on the ‘correctness’ of this combining process, but 
also, from the research perspective, should be easier to identify and trace. For example, in 
analysing landscape paintings, one could compare the built elements, often based on the 
shapes rather than exact measurements, in order to find the similarities. In case of church 
interior paintings, these similarities could be found using a similar method, but based on 
more exact measurements, proportions and decorative details; finally they could be 
identified and located more accurately. 
 

                                                
156 Sweet, ibid., p.66. 

157 Wolfgang Stechow, ‘A Church Interior by Emanuel de Witte’, The Bulletin of the Cleveland Museum of Art, 1972, p. 229.  

158 Ibid., p. 232. 

159 Ibid., p. 234. 
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Stechow is one of a number of scholars who identified and discussed this type of 
compositional formula used by artists, but did not provide any detailed information about 
the methodology used to support this discussion. Although, in some cases the common 
motifs are easy to recognise, in others, a more analytical approach should be taken to 
determine the exact architectural elements and their iconographical provenance.  
 
A few years later Arthur K. Wheelock Jr. in his study on Houckgeest and de Witte also noted 
that the ‘views into churches are often obscured by columns and pilasters’.160 In the case of 
Houckgeest, he explains this treatment as a way of reinforcing the beholder to look in one, 
then in opposite direction (Figure 39). A similar effect can be achieved by diagonally laid 
tile patterns for example. He goes even further with this concept, claiming that Houckgeest 
‘has deliberately chosen a location that deemphasizes the rigidity of a strict perspective 
construction’. In other words, there is no intentional or deliberate viewpoint to look at the 
painting from. Wheelock differentiates here the ‘conceptions of compositional space’ by 
Houckgeest and de Witte. The latter carefully selects the vantage point and sets the scene 
for the viewer rather than invites to explore the space as Houckgeest does, as in the example 
where the emphasis is given to the preacher and the view towards the opposite side of the 
transept (Figure 40)161.  
 
 
 
 

                                                
160 Wheelock Jr., Arthur K., ‘Gerard Houckgeest and Emanuel de Witte: Architectural Painting in Delft around 1650’, Simiolus: Netherlands Quarterly for 
the History of Art, 8 (1975), p. 167 http://dx.doi.org/10.2307/3780449 

161 Ibid. p.173. 
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Figure 39. Wheelock Jr. - 1975 - Gerard Houckgeest and Emanuel de Witte: Architectural 
Painting in Delft around 1650 – p.168. 
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Figure 40. Wheelock Jr. - 1975 - Gerard Houckgeest and Emanuel de Witte: Architectural 
Painting in Delft around 1650 – p.173. 

 
 
It seems that Wheelock based his analysis on a visual comparison of the style of Houckgeest 
and de Witte, perhaps with an aid of photographic reproductions. He proposes a number of 
conclusions, as mentioned above, but does not provide any information about the exact 
methods used. However, he gives a little more insight into the analysis of Saenredam’s 
works in relation to his influence on Houckgeest and de Witte’s approach to composition in 
general.162 Saenredam had a three-step working method, consisting of drawing from life, 
‘reworking the composition in a construction drawing’ involving careful measurements and 
finally ‘composing’ the paintings based on the first two steps including transformation of 
‘architectural elements to enhance the balance and proportion of his composition’.163 
Wheelock mentions the comparisons of the artist’s preliminary sketches, construction 
drawings and paintings, but more likely he refers to the work of others in this field rather 

                                                
162 This relationship between the two artists and Saenredam is important, although Saenredam did not depict any of the Delft church interiors himself.   

163 Ibid. p. 174. 
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than his own analytical method (there are no annotated reproductions or self-made visual 
analysis examples in the article itself).164  
 
The most prominent manipulations used by Saenredam were: emphasizing the height and 
width of columns, adjusting the arches’ angles and selecting a viewpoint near foreground, 
often enlarged columns. These treatments were used mostly ‘to create a more grandiose 
impression of the scene’. Some of these treatments are also noticeable in the works by de 
Witte, and less in Houckgeest’s compositions. The approach to staffage and colour is the 
most distinctive element that separates Saenredam from the other two artists. For 
Saenredam, the figures in the church’s space, if any, are of a lesser importance in favour of 
the architecture itself. However, sometimes the figures have a significant iconographical 
relationship with architectural or furniture elements within church.165 The colours, and 
particularly the tonalities of the light, play a much more important role in the Saenredam’s 
composition of the space itself. 
 
Wheelock noted that both Saenredam and Houckgeest depicted wide-angle views 
occasionally, although they used different treatments to either minimize its distorting 
effects by ‘placing large columns on the peripheries of the composition’ (Saenredam, Figure 
41) or to maximize the same by not obscuring the peripheries at all (Houckgeest,Figure 42). 
In the case of Houckgeest’s painting, he states that ‘the highly geometric character of the 
space suggests that he constructed his painting without the aid of an optical device’, 
although a similar effect can be found in Carel Fabritius’s painting, who used a mirror or 
lens to achieve that.166 It is disappointing that Wheelock did not provide any detailed nor 
technical information about the methods used in the process of forming such conclusions. 
Overall, this study is rich in biographical information of the two artists, developments and 
influences on their styles, as well as in iconographical analysis of their paintings. There is 
however, a lack of more methodical approach to the architecture depicted. The few notes on 
the distortions applied by the artists are noteworthy, but it is not clear if they originated 
from a basic comparison method or more elaborated analysis of the paintings and their 
compositional structures.  
 

                                                
164 In his footnote 22 Wheelock states that “The recognition of Saenredam’s manipulation of pictorial space has only recently been made” and lists a 
number of references: Heinz Roosen-Runge, ‘”Naer het leven’: zum Wirklichkeitgehalt von Pieter Saenredams Innenraumbildern,” in Festschrift für 
Wilhelm Eiler, Wiesbaden 1967, pp.469-488; F.W.Heckmanns, Pieter Janszoon Saenredam: das Problem seiner Raumform, Recklinghausen 1965; 
B.A.R. Carter, “The use of perspective in Saenredam,” review of Heckmanns, in Burlington Magazine 109 (1967), p. 189f.; Walter A. Liedtke, 
“Saenredam’s space,” Oud-Holland 86 (1971), pp. 116-41.   

165 Ibid. p. 178 and Schwartz, Gary, ‘Saenredam, Huygens and the Utrecht Bull’, Simiolus: Netherlands Quarterly for the History of Art, 1 (1966), 69 
<http://dx.doi.org/10.2307/3780492> 

166 Ibid. p. 182. 
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Figure 41. Wheelock Jr. - 1975 - Gerard Houckgeest and Emanuel de Witte: Architectural Painting in Delft 

around 1650 – p.175. 

 

 
 

Figure 42. Wheelock Jr. - 1975 - Gerard Houckgeest and Emanuel de Witte:   
 Architectural Painting in Delft around 1650 – p.177. 
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Timothy Trent Blade in his article entitled ‘Two Interior Views of the Old Church in Delft’ 
from 1971 made a rare note about the use of the church interior paintings as an aid in the 
reconstructions works carried out in some of the churches, for example the Old and the New 
Church in Amsterdam, St. Bavo’s church in Haarlem and the Old Church in Delft.167 
Regarding the latter, he recounts that:  
 
A specific example of a painting being used in aiding reconstruction is Hendrick Cornelisz. 
van Vliet's view of the interior of the Old Church in Delft. Mr. Houthakker of Bernard 
Houthakker Gallery in Amsterdam, who handled the painting (canvas, 61 x 50 cm.), 
mentioned to me that it had been used for this purpose. The painting is one of only two 
views that I know of by van Vliet, which gives a panoramic view of the greater part of the 
nave. Most often van Vliet focuses in on a much smaller view within the church building.168 
  
The above statement suggests that the paintings have valuable qualities for such use, but it 
is not clear if they relate to any particular architectural elements or only general views of 
the interiors. Blade also notes that artists often copied their own work with more or less 
alternations between different versions, which might explain the lack of preliminary 
drawings, particularly in the case of Delft painters. However, he does not give much 
attention to the architectural structure of the paintings nor its analysis. Except for a few 
notes on the style and iconography in relation to the interior, there is no mention of the 
perspective or distortions in the paintings.  
 
Walter A. Liedtke, in contrast to the scholars mentioned above, focused mainly on the 
architectural aspects of painted church interiors in his research. His doctoral thesis from 
1974 entitled: “Architectural Painting in Delft: Gerard Houckgeest, Hendrick van Vliet, 
Emanuel de Witte” (Courtauld Institute of Art, University of London) was revised and 
subsequently published as a book in 1982. Together with a number of articles and studies, 
it creates not only a substantial body of work on the subject, but most importantly, it 
analyses the architectural composition of the paintings and provides a background for 
further examination of painted church interior structures.  
 
 Liedtke confronted Hans Jantzen’s overview of the origins of the “Delft-type” church 
interior painting, particularly in the context of the relationship and stylistic development of 
two artists, de Witte and Houckgeest. The “Delfter Bildtypus” was defined by Jantzen as an 

                                                
167 Blade, Timothy Trent, ‘Two Interior Views of the Old Church in Delft’, Art Institute of Chicago Museum Studies, 6 (1971), 34, pp. 37-39. 
<http://dx.doi.org/10.2307/4104349> 

168 Ibid. Footnote 4, p. 48. 
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‘oblique recession of architectural forms perceived from a close vantage point’.169 Liedtke 
also refers to Jantzen’s analysis of the approach to architecture by the two artists, based on 
their paintings of the Nieuwe Kerk in Delft, from Wiesbaden and Mauritshuis. Houckgeest, 
in this regard, ‘projects a colonnade into measurable space by means of a precise two-point 
perspective construction’, while de Witte ‘lacks this precise perspective and corporeality’, as 
if it was ‘recorded directly from the scene itself’ rather than based on ‘a geometric under 
drawing’. Liedtke summarises their approach in a simple juxtaposition: ‘De Witte treats the 
subject like a landscape, Houckgeest like a chess set’. Although this distinction is clear in 
the comparison of the two paintings from 1651, the differences become more ambiguous in 
some other and later works. For example, their views from the southern aisle of the Oude 
Kerk towards the northeast demonstrate a more structured approach by de Witte and 
slightly more loose approach by Houckgeest (Figure 43, Figure 44). 
 

 

Figure 43. Emanuel de Witte, The interior of the Oude Kerk in Delft (from the south aisle to 
the crossing, towards the north-east, during the preaching of a sermon) 

1669 

oil on canvas 

h 79.3 cm x w 65.8 cm 

Private collection 

 
 

                                                
169 Liedtke, Walter A., Architectural Painting in Delft (Davaco, 1982), p. 13. 
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Figure 44. Gerard Houckgeest, Interior of the Oude Kerk in Delft 

1654 

oil on panel 

h 49 cm x w 41 cm 

Rijksmuseum 

 
 
It is inevitable that the approaches of de Witte, Houckgeest and others changed over time, 
particularly in the context of a growing number of such paintings being produced at the 
time. Although Liedtke addresses these changes, they are still largely connected to the 
stylistic development of the artists, their influence on each other and attribution history in 
general.  
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5. The space of the Oude Kerk in Delft: thematic 
approaches  
 
This chapter draws on the study of the church interior paintings and focuses on the space 
as an instrument for a multi-layered thematic approach. The church space is the main 
subject of the genre of church interior paintings, a short-lived, but highly characteristic 
genre in the Dutch history of art. The architectural aspect is the most profound in this 
enquiry, but it certainly expands beyond the function of a built structure and its features. 
The church space in the seventeenth-century Netherlands is closely linked to the history, 
culture, art and religion of the nation and its societies. This chapter provides an insight into 
a church space in that context, but from the history of art and with a focus on ‘visual’ church 
space. A space visually represented, constructed and projected. This is grouped into three 
thematic approaches, the first being the ‘Meaning of the space’, which evolves around 
iconography and its cultural, societal and religious roots and implications. The second 
approach is the ‘Construction of the space’, where the technical and artistic projection of the 
architectural structure in the paintings is discussed. In a way a further development of the 
two approaches led to a ‘projection’ of a desired, planned and intended image of the actual 
space. Image that reflects the artistic trend of the Dutch art in its Golden Age, where 
‘realism’ meets ‘illusion’ and every motif and symbol finds its way into a painting or print 
intentionally. This final projected image can be seen as an amalgamation of the modern 
Dutch history, culture, art and religion enclosed within just one space, the space of a church 
in the mid seventeenth-century.  
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5.1. Meaning of the space 
 
The church space discussed in this thesis can be seen as a metaphor of transformation. 
Transformation that profoundly affected the culture, religion, economy, society and art in 
the modern Netherlands. The roots of this process lie in the Reformation and in the 
Iconoclasm particularly. The associated events led to transformation of the church space 
from the God’s temple to a civic space, which were also widely documented and reflected on 
in art and writing at that time. One of such examples can be a report of a historian Geeraerdt 
Brandt (1626-85), who in his History of Reformation wrote about the Iconoclasts:  
 

Their arms were staves, hatchets, hammers, ladders, ropes, and other tools more 
proper to demolish than to fight with; some few were provided with guns and 
swords. At first [...] they attacked the crosses and images that had been erected 
along the roads in the countryside; next, those in villages; and lastly, those in the 
towns. All the chapels, churches, and convents which they found shut, they forced 
open, breaking, tearing and destroying all the images, pictures, shrines, altars, 
and other consecrated treasures they met with: some did not scruple to lay their 
hands upon libraries, epitaphs, tombs, and even corpses. Swift as lightning the 
evil struck and flew on so that in the space of three days above four hundred 
churches were plundered. In some places the magistrates themselves pulled 
down the images, to prevent the mob from doing the same [...] Some of the images 
were kicked up and down; others they thrust through with swords, or chopped off 
their heads with axes.170 

 
 The account above provides a view of the violent side of the Iconoclasm and the fury 
of the image-breakers. Furthermore, it gives us an extensive outlook on the Iconoclasts 
actions, which can be found within some pictorial representations of the Iconoclasm itself. 
One of the most often reproduced works in this case is Frans Hogenberg’s Iconoclasm, 1566 
(Figure 32). This symbolic vision refers to any church space in the Netherlands and 
represents rather a well-organized action then a violent attack. Hogenberg places the viewer 
in front of a cross-section of the building and gives us the examples of purifying the church 
interior: a row of men are pulling down the statues from the top of the columns, one man is 
just about to smash the stained glass window, one is removing an image from the column 

                                                
170 A broad description of the iconoclastic events is given by Brandt, who employed original sources, some of which are no longer extant. See: G. 
Brandt, The History of the Reformation and other Ecclesiastical Transactions in and about the Low Countries (I, London, 1720), pp 191-204, revised 
after consultation with the original Historie der reformatie en andre kerkelycke geschiedenissen in en ontrent de Nederlanden (I, Amsterdam, l671), pp 
341-66. 
Leiden University (http://dutchrevolt.leidenuniv.nl/English/) (27 July 2009) 
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and another one is breaking a statue on a pillar. Deep down the nave we see that a right 
wing of a triptych is already broken and the Crucifix on the high altar is roped and ready to 
pull down (Figure 45). Outside the church there are a few members of the militia, a chatting 
couple, a few men with raised clubs and some other men and women with bundles and 
baskets full of objects removed from the church. If we compare this depiction to any other 
public actions or events engraved from that time, it is striking that there is no crowd, no 
gathering to stand gaping at it. Furthermore, people on the streets nearby are not 
particularly interested or surprised of the happening, which makes it such ‘’a synchronized 
and sanitized version of iconoclasm’’.171 There is no violence, no protest, only consent from 
the civic authority, the Calvinist one in this case, and this is symbolized by the soldier just 
off-centre in the foreground. Since Calvin’s prohibition of worship of any religious images 
was established and supported by The Second Commandment, a church was no longer a 
holy space, but a secular building open for the community. That exactly is depicted in 
Hogenberg’s work – a conversion of the sacred space into a secular one through the 
desecration of the symbols of Catholic worship.  The further reminders of this profanation 
are two dogs in the foreground, as Iconoclasts often brought animals into churches, and 
often fed them consecrated hosts, to demonstrate a falsehood of Catholic belief of a church 
as a sacred place (as a building with its ecclesiastical equipment).172 
 
 The same outbreak of 1566 is depicted on Dirk van Delen’s painting Beeldenstorm 
in een kerk (‘’storming of the images in a church’’) from 1630 (Figure 33). This work is 
exceptional and unique for its iconography – it is the only known painting of the iconoclasm 
of 1566, the only few known depictions are prints, furthermore this ‘’had remained 
unmentioned in the literature of general and art history.’’173 Although ven Delen painted his 
version of Iconoclasm over 40 years after Hogenberg’s engraving, it seemed he could have 
seen that print, which some details indicate. The fictitious church space here is also opened 
to the viewer, and we have a few repeated actions: a man on the ladder is roping a statue of 
a bishop on the pillar, while a few men are ready to pull it down, there is a broken statue in 
the niche, some images are taken down already, and also, we deal with the same audience 
– people with raised clubs, carrying some removed equipment and without any surprising 
or negative grimaces on their faces in response to the plundering of the church. Similarly, 
the Hogenberg print, in the centre, at the end of the nave, the Crucifix is being pulled down 
(Figure 46). For van Dalen, who specialized in painting imaginary church interiors, this 

                                                
171 Mochizuki, The Netherlandish Image after Iconoclasm, p. 108.   

172 C. M. N. Eire, Commentary on Hogenberg’s Calvinist Iconoclasm in the Netherlands on 20 August 1566, The AdHoc Image and Text Database on 
the History of Christianity. 
Yale University website (http://research.yale.edu:8084/divdl/adhoc/objectdetail.jsp?objectid=3104) (6 February 2009) 

173 Description of Dirck van Delen ‘The iconoclastic outbreak of 1566’ in Aquisitions 2007 
Rijksmuseum website (http://www.rijksmuseum.nl/collectie/aanwinsten2007/beeldenstorm?lang=en) (17 August 2009) 
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historical moment could have been only an excuse to depict an architectural subject, but it 
is known, that the iconoclastic issue, as well as its Second Commandment were echoed in 
the views of most Dutch theologians at that time.174 
 

 
 

Figure 45. Frans Hogenberg, Calvinist Iconoclasm in the Netherlands on 20 August 1566. 
Detail. 

  
 

                                                
174 Veldman, ‘Protestantism and the Arts’, pp 415-417.  
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Figure 46. Dirck van Delen, The iconoclastic outbreak of 1566. Detail.  
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The Dutch church interior paintings of the mid-seventeenth century present a post-
transformation image of the space and evoke its new post-transformation meaning. It is a 
‘new space’, a space where the real life takes place, far from the miracles and holy spirit that 
evoked through the interiors of pre-Reformation churches. The artists repeatedly used 
motifs to remind us about this new type of space filled with life and action: a mother is 
breastfeeding her child, the dogs are chasing each other, the merchants are discussing 
business, a beggar is asking for help, children are playing, a grave is being dig… Across the 
paintings representing the Oude Kerk in Delft, as well as the churches in other Dutch cities, 
those motifs appear frequently and in various configurations. In this context, the space can 
be seen as a stage for ’the same’ performance of ‘every day’ actors. The concept of the space 
as a theatrical stage in seventeenth century Dutch art is a well-known motif, appearing in 
house interior paintings or even still life paintings (Figure 47). Five of the Oude Kerk 
interior paintings in Delft analysed in this thesis include the motif of a curtain: two by 
Hendrik Cornelisz. Van Vliet and one by each: Emanuel de Witte, Cornelis de Man and 
Gerard Houckgeest. 
 

 

Figure 47. Jacques de Gheyn II (1565-1629), Vase of Flowers with a Curtain 

1615 

109.8 x 74.5 cm 

Kimbell Art Museum in Fort Worth, Texas 
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The curtain as a trompe l'oeil device was used to enhance the reality of the space, opening 
it to the viewers as if they were in it and creating a border between the real and painted 
space at the same time. In terms of compositions, the curtains added diagonals which with 
chequered floors created and enhanced an impression of three-dimensional space. Vermeer 
for example, used a curtain at the edge of his seven out of 35 known paintings. His Girl 
Reading a Letter at an Open Window is perhaps the best example as it shows a prominent 
curtain rod with a green coloured curtain, which we find in all five Oude Kerk in Delft 
paintings (Figure 48). Although the trompe l'oeil effect is a well-known reason for including 
the curtain in the painting, there are other theories on this topic. For example, an 
advertisement supplement in the Burlington Magazine from June 1968 includes a 
description of Interior of St James's Church in The Hague by Hendrik van Vliet (Plate 
XXVI) with a statement that “The false painted curtain at the right is a device found 
frequently in Dutch paintings of the seventeenth century. (Artists used to keep unfinished 
paintings in their studio covered with a cloth.) [sic].”175 On the other hand:   
 

“The painted curtain and rod may imitate curtains of a kind that were sometimes 
placed over Dutch paintings (Rembrandt fools the eye in this way in the Holy 
Family of 1646, shown in Figure 25 [Figure 50], probably the ultimate source of 
Vermeer's inspiration, although the device was common). The curtain might also 
hang in the painted room itself-the ambiguity looks deliberate.”176 

 
An example of such use of the curtain can be seen in Gabriël Metsu’s painting from the 

National Gallery of Ireland for example (Figure 51).   

 

                                                
175 “Notable Works of Art Now on the Market: Supplement.” The Burlington Magazine 110, no. 783 (1968). http://www.jstor.org/stable/875630. 

176 Walsh, Jr., John, The Metropolitan Museum of Art Bulletin, New Series, Vol. 31, No. 4 (Summer, 1973), pp. 181-219 
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Figure 48. Johannes Vermeer, Girl Reading a Letter at an Open Window 
c. 1657–1659 
Oil on canvas 

83 x 64.5 cm. (32 3/4 x 25 3/8 in.) 
Gemäldegalerie Alte Meister 

(Old Masters Picture Gallery), Dresden 
inv. 1336 
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Figure 49.Gerard Houckgeest (ca.1600–1661) 

Interior of the Oude Kerk, Delft 

1654? 

49 x 41 cm 

oil on panel 

Rijksmuseum, Amsterdam 
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Figure 50. Rembrandt Harmenszoon van Rijn (1606-1669), Holy Family with a Curtain 

Oil on wood 

68.4 x 46.8 cm 

Staatliche Museen, Kassel 
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Figure 51. Gabriël Metsu, Woman Reading a Letter 

mid 1660s 

oil on wood panel 

52.5 x 40.2 cm 

National Gallery of Ireland, Dublin 

 

As indicated above, the use of the curtain by the artists at that time could refer to the status 
of the painting as a masterpiece (protection of the painting as well as highlighting the 
process of the viewing of the artwork by unveiling) as well as an illusionistic device to imitate 
an opening into viewed space and acting in a way as a reminiscence of Alberti’s Window. In 
the case of the church interior paintings, another reference is worth nothing. As Angela 
Vanhaelen pointed out, the device itself is “derived from traditional methods used for the 
display of liturgical imagery”, which can be seen as a direct reference to old liturgical 
traditions.177 On the other hand, the references to theatrical space and illusionistic effects 
seem to be more accurate. As she further writes, referring to de Witte’s portrait of a Family 

                                                
177 Vanhaelen, Angela. “Iconoclasm and the Creation of Images in Emanuel de Witte’s ‘Old Church in Amsterdam.’” The Art Bulletin 87, no. 2 (June 1, 
2005): 249–64. https://doi.org/10.2307/25067171. 
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in an interior (Figure 52): “within the collector's space, devices for the display of the image 
as an object of adoration became a means of vividly calling attention to the representational 
status of illusionistic works of art. In this way, the family in the portrait can be depicted, 
without any apparent embarrassment, as lovers of art and as good Calvinists.”  
 
 

 
 

Figure 52. Emanuel de Witte, Portrait of a Family in an interior 

1678 

oil on canvas 

69 x 87 cm 

Alte Pinakothek, Munich 

 
 
 
It is difficult to label church interior paintings as either theatrical space, illusionistic space 
or symbolic space alone. Perhaps all those elements, which indicate some kind of 
transformation took part in the creation of the genre, where the confined space of church 
interior became the subject of a painting on its own right. The “new space” of reformed 
churches was also echoed in other painting subjects at the time, for example house interiors 
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and depictions of cities (cityscapes, squares, streets), where the phantasy architecture and 
decorations were replaced by more realistic portrayal of surrounding actual spaces. This 
new space was highly important and meaningful that it became a genre on its own right, 
which reflects the taste and interest of the Dutch art buyers at the time. It’s longevity as a 
genre also aligns with the religious, as well as cultural and societal period of transformation 
in the Netherlands.  
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5.2. Construction of the space 
 
The Oude Kerk in Delft is a one of the best examples of the church interior paintings in 
terms of the reference to the architecture in-situ. The architectural structure of the church 
underwent only a number of minor works allowing us to compare the space of the church 
as seen today to the one painted in the mid seventeenth century. As opposed to the meaning 
of the space discussed above, where the iconography allows for a wider spectrum of 
interpretations, in the case of the constructed space by the artists, the brush strokes speak 
for themselves. By word construction, we can explore the space of the Oude Kerk in Delft in 
two ways. First, as a perspectival construction as a result of geometric rules, observations 
and practice in the hands of the artists. Second, as an intentional construction of the space, 
where the aesthetics and optical effects rule.   
 
It is unfortunate that we are not able to reconstruct the exact painting method used by the 
artists that painted the Oude Kerk in Delft. As mentioned already, Saenredam’s complex 
technique is a rare example among the church interior genre painters. However, the 
development of the painting techniques based on the studies of perspective at that time 
suggest, as much as the results in painting, that the artists who painted the church interiors 
were well educated and experienced in the area. As Richardson noted in his overview of the 
genre, with the new generations of artists (as opposed to the previous generation painting 
‘imaginary churches’) and represented by van Vliet: 178  
 

No longer is one a Gulliver, looking from outside into a neatly arranged series of 
cubical rooms; the observer is within an actual church, looking diagonally across 
from the aisle through the columns of the nave. The oblique angle at which the 
church is seen, throws a vanishing point of the lines of perspective outside the 
frame of the picture. This diagonal angle of vision gives at once an extraordinary 
richness and variety to the combination of forms. The distance one sees is shorter 
than in the older formula, yet the effect of space is increased; for it opens out upon 
every side. There is no longer any suggestion of an architect’s plan but instead the 
vivid effect of living experience. Distance is created less by the help of drawing 
than by the graduation of light in the white interior. The staffage, the dark spots 
of pulpit and funeral hatchments, become suddenly more interesting and more 
important in the design. 

                                                
178 E.P. Richardson, ‘Architectural Painting in the Netherlands’, Bulletin of the Detroit Institute of Arts, 16.7 (1937), 106–13 
<http://www.dalnet.lib.mi.us/dia/collections/diaBulletins/16-7.pdf>. 
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The above words by Richardson describe the nature of the church interior paintings very 
well in terms of the technical accuracy and aesthetical values that were combined in the 
paintings constructing the space rather than just depicting it. The construction of the space 
as seen in the paintings was based on similar characteristics as other painting genres at that 
time, where the realism and illusionism collided in order to create, construct or present 
rather than represent the space. 
 
The church interior paintings of the Oude Kerk in Delft can be considered constructed and 
well planned based on the study of the paintings in this thesis’ collection. As discussed 
already, the choice of vantage points and views within the church’s space was not accidental. 
The attention given to the pulpit in the church and a view from just to the side of it 
diagonally looking towards the transept was a constructed composition to ensure the 
ultimate viewing experience in terms of perspective qualities as well as the meaning of the 
view chosen. The study 2D and 3D in this thesis suggest that the artists used distortions as 
a way of constructing their intentional space – a space that is the subject matter of the 
painting, not its background. The distortions also suggest that they were planned and 
calculated, however we do not have enough evidence to recreate the actual technique and 
particular steps in the creative process in this case.  
 
The pictorial space in the seventeenth century Dutch art across the genres was presented to 
the viewers using illusionistic effects to imitate realism, or should we say enhance realism 
in order to make it more ‘believable’. The perspective is a projection itself that is possible to 
capture using drawing for example. As Hoogstraten claimed, the “perspective (…) is 
indispensable to the painter whose task it is to represent nature not as it is, but as it appears 
to the eye.”179 It is also worth noting that what ‘appeared to the eye’ had its value too. 
Paintings of interiors or architecture with ‘perspective’ were often more expensive than 
other genres, which might mean that such themes were popular among the litjhebbers 
(connoisseurs) at the time as well as highly regarded as they ‘had to be executed by artists 
who were sufficiently technically competent to be able to create these effects 
convincingly’.180 According to Montias, during the peak of church interior paintings around 
1650, the price of a ‘perspective’ painting was at an average of 25.9 guilders, which was 
rather high comparing to landscapes for example: at average of 5.6 guilders per painting.181 

                                                
179 Brusati, Celeste. “Perspectives in Flux: Viewing Dutch Pictures in Real Time.” Art History 35, no. 5 (2012): 908–933. 

180 Wadum, Jørgen, “Johannes Vermeer (1632-1675) and His Use of Perspective”, in Preprints Historical Painting Techniques, Materials, and Studio 
Practice. Getty Trust Publications: Getty Conservation Institute. University of Leiden, 26-29 June (1995), p.148 

181 Montias, John Michael, "Perspectieven" in zeventiende-eeuwse boedelbeschrijvingen. Perspectiven: Saenredam en de architectuurschilders van de 
17e eeuw. Boymansvan Beuningen Rotterdam (1991). p. 28.  
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One of the ‘perspectives’ by Hendrik van Vliet for example, was recorded as worth 190 
guilders in the inventory of the art dealer Johannes de Renialme in Amsterdam in 1657. 182 
In this context it is highly possible that repetition of particular views was dictated by the 
demand of the art market at the time, which will be demonstrated in the next chapter 
dealing with favourable views of the Oude Kerk interior paintings. 
  

                                                
182 Bredius, A[braham]. Künstler-Inventare: Urkunden zur Geschichte der holländischen Kunst des XVIten, XVIIten und XVIIIten Jahrhunderts. The 
Hague: Nijhoff, 1915-1922. Vol. 1, p. 238. 
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5.3. Summary 
 
Church interior paintings is a relatively small genre in terms of its longevity, which spanned 
only a few decades, as well as in terms of the research undertaken to understand it in more 
depth. Walter A. Liedtke was certainly the main driver of this enquiry. Although there was 
a substantial research done on the subject by Liedtke and a number of scholars before and 
after him, their focus was mainly on the iconography of the paintings and stylistic influences 
among the artists themselves. The perspective and composition of the paintings were also 
of their interest, however none of the scholars focused entirely on one church only to the 
extent that this thesis does. Furthermore, the research methods and approaches to the study 
of church interior paintings have not been sufficiently explored nor documented in their 
research outputs. While the results are important, detailed lines of inquiry and techniques 
applied in the study of the genre would allow researchers to develop them further, learn 
from mistakes and inspire too. As a result, this gap in research practice on the theme to date 
is addressed in this thesis by examining the subject as well as documenting and reflecting 
on the processs too. 
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6. Digital technologies and the architectural 
paintings of the Oude Kerk in Delft 
 
This chapter is a continuation of the research enquiry into the theme of the architectural 
paintings of the Oude Kerk in Delft, but this time its primary focus is on digital technologies 
and outputs used in this enquiry. Both the theme and the research collection, as well as the 
digital tools and methodologies used in their analysis, will form a TRC, which will be 
discussed in the next chapter. This chapter provides an overview of the research collection, 
followed by an in-depth analysis of the digitally assessed research conducted on the theme, 
which is divided into 2- and 3-dimensional approaches.  
 
The research collection for this study consisted of 84 paintings representing the Old Church 
(Oude Kerk) in Delft identified to date. The Appendix II lists the works in alphabetical order 
(by painter) and gives a breakdown of detailed information. The paintings identified were 
found through digital collections of museums and galleries from Europe and the Unites 
States. Because there is no directory or subject specific search engine that would allow a 
search through the vast collections online, my first step was to locate the paintings that are 
cited in published books and articles. My second step was to use a Google Images search to 
enhance this search. 
 
Only one third of the paintings were traceable and available in the online collections of their 
holding institutions, although their quality and the information provided about them 
varied. Furthermore, many of these sites demonstrated a number of issues, “typical 
museum website complaints” such as “inefficient search, awkward presentation of images 
and metadata, unintuitive user interface.”183 For example, a painting ‘Interior of the Oude 
Kerk in Delft’ by Hendrick (Cornelisz.) van Vliet from the Louvre has a very basic page with 
information and digital image, both being of a poor quality.184 The image, both as a 
thumbnail and a full size version, allows for a ‘right click and save as’ although the caption 
of the images reads: “© Musée du Louvre/A. Dequier - M. Bard”. It is striking that this 
option is enabled, as in case of copyrighted material the ‘right click’ should not be allowed.  
 

                                                
183 Oberoi, Shyam, Robert Stein and Kristen Arnold. "New architectures for online collections and digitization." MW2015: Museums and the Web 2015. 
Published January 31, 2015. Consulted April 13, 2015. 
http://mw2015.museumsandtheweb.com/paper/new-architectures-for-online-collections-and-digitization/  

184 Hendrick (Cornelisz.) van Vliet, “Interior of the Oude Kerk in Delft”, 1660/70 
http://cartelen.louvre.fr/cartelen/visite?srv=car_not_frame&idNotice=25746&langue=en  
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On the other hand, some of the institutions share their images with a use of the best current 
practices and standards. For example, ‘Interior of the Oude Kerk in Delft’ by Gerard 
Houckgeest in the Rijksmuseum is available to view and download as a high-resolution jpeg 
(4500 x 4500 pixels on average).185 Moreover, the Rijksmuseum Photo Service also offers a 
“high-resolution TIFF file with colour reference for professional use” upon request.186 The 
image is in a Public Domain, thus there is no fee associated in either option.187 Furthermore, 
the information provided by the Rijksmuseum is very comprehensive, and apart from the 
general information about the artwork it also gives a list of links to its documentation and a 
persistent URL.188 Unfortunately, this type of accessibility is not common across museums 
and galleries. It is a common practice for the museums to charge for reproductions. The 
fees, terms and conditions of the use of images vary greatly from one institution to another.  
 
In some cases, the online collections of museums and galleries did not provide an entry for 
the painting in their public database online, nor anywhere on the site. In this case, a direct 
contact with the curators was made via email. Firstly, to establish if the painting was still in 
the holdings of the institution and secondly, to obtain a digital image and further 
information about the artwork. This process varied from a prompt and satisfactory 
response, to lack of communication from the institution’s side. For example, Marie 
Rumiskova from the Library of the National Gallery in Prague not only shared a high-
resolution image, but also a catalogue entry with detailed information about the painting. 
Similarly the two museums in the United States, the Columbus Museum of Art, Columbus 
and the Philadelphia Museum of Art, Philadelphia, responded promptly with a free of 
charge digital images and an extensive documentation and related documents. However, a 
number of direct contacts with other collections by email were unsuccessful. 
 
Using Google Images search resulted in finding a number of paintings outside of the known 
collections. Almost one third of the paintings are listed in online database, such as 
MutualArt.com and ArtNet.com, pointing to private collections and auctions, although the 
access to this information is limited.189 Auction catalogues online also do not provide this 

                                                
185 Gerard Houckgeest, ‘Interior of the Oude Kerk in Delft’, 1654 https://www.rijksmuseum.nl/nl/collectie/SK-A-1584  

186 Rijksmuseum: Photoservice, https://www.rijksmuseum.nl/en/photoservice  

187 Creative Commons: CC0 1.0 Universal (CC0 1.0) Public Domain Dedication, http://creativecommons.org/publicdomain/zero/1.0/deed.en  

188 A persistent URL is crucial in referencing web sources and guarantees a continuity in accessing links that might change their online location: 
“PURLs (Persistent Uniform Resource Locators) are Web addresses that act as permanent identifiers in the face of a dynamic and changing Web 
infrastructure. Instead of resolving directly to Web resources, PURLs provide a level of indirection that allows the underlying Web addresses of 
resources to change over time without negatively affecting systems that depend on them.” https://purl.oclc.org/docs/index.html  

189 MutualArt.com (http://www.mutualart.com/) describes itself as ‘the Web largest Art Information Service’, and lists 4 paintings of the Old Church in 
Delft as being sold at auctions in the past, along with a basic information on each (artist, title, date, technique and provenance). The images themselves 
are accompanied by a caption: ‘© Images are copyright of their respective owners, assignees or others’, although the information about the collection or 
copyright holder is not freely accessible. It requires a premium subscription to the service ($369 a year). Artnet.com (http://www.artnet.com/), “the 
leading resource for the international art market, and the principal platform for art auctions on the Internet”, is a similar type of database and there are 
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information. Christie’s reproductions for example are handled directly by the Bridgeman 
Art Library, which is one of the largest archives for reproductions of works of art in the 
world.190 Acquiring digital reproductions also involves licensing, and more detailed 
information is limited to members.  
 
In order to find the greatest number of digital images of the paintings, I carried out eight 
searches using Google Images search, each of a different combination of keywords (Table 
7). The accuracy of the search was rather poor with results varying from 3.42% to 19.16% 
out of total images retrieved in the process. The most effective keyword combination was 
“old church delft painting interior”, which reflects the overall trend of getting more search 
results with more explicit keywords. Furthermore, in 3 out of 4 searches, the keywords in 
English performed better than those in Dutch. 
 
A further examination of the Google Images Search results demonstrated that only a few 
digital images were actually linking to the holding collections. There are many reasons why 
digital images from museums and galleries online collections are not easily searchable using 
external search engines. Non-descriptive file names of the images, a lack of or incomplete 
metadata and tags or simply not SEO “friendly” URL of an image are some of the most 
common problems.  
 
  

                                                
two paintings of the Old Church in Delft listed in their catalogue online. Both services create a serious financial obstacle in the process of acquiring high-
resolution images of the paintings and finding copyright ownership in order to use the images in this study.  

190 Bridgeman Art Library, https://www.bridgemanimages.com/en-GB/  
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Keywords Images* Paintings** % 

old church delft 788 27 3.42 

oude kerk delft 695 57 8.20 

old church delft interior 797 117 14.68 

oude kerk delft interieur 846 93 10.99 

old church delft painting 880 76 8.63 

oude kerk delft schilderij 930 53 5.69 

old church delft painting interior 819 157 19.16 

oude kerk delft schilderij interieur 956 92 9.62 

* based on the data-ri=”” html element count using ‘Inspect element’ tool in Google Chrome Internet browser 
** all paintings of church interior among found images (a total count; duplicates of particular paintings were 
included; quality and size of the images were not evaluated) 

Table 7. Google Image Search results for digital images of the paintings of the Old Church 
in Delft 

 

The above tools and methods used in the identification of digital reproductions of the 
artworks have proven successful in most cases although not ideal. From the perspective of 
an art historian, finding, accessing and obtaining such digital surrogates is still a 
complicated process that involves a trial and error approach. It is becoming easier to 
navigate museum and gallery collections online for research purposes, with a growing 
number of guidelines provided and open access policies. However, navigating the web in 
search for not-specific artworks (e.g. architectural paintings of the Oude Kerk in general), 
not accessible artworks (e.g. in private collections) or better quality images (e.g. high 
resolution versions) is problematic and its outcomes are difficult to predict on the outset. 
In this regard, it can be impossible to create a one-guide-to-fit-all for digital (art-historical) 
scholarship or expect similar results and success stories at the end. This study required a 
methodology that would address the research objectives of a quite particular theme, that 
has not been explored using digital tools and methods before.      
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As the analysis of the eleven art-historical thematic research collections in Chapter Three 
shown, the tools and methods used in each instance were dictated by the particular theme 
related needs. Perhaps we should not look at any of the analysed projects’ approaches as 
right or wrong in terms of art-historical digital scholarship, however, we should seek 
common standards and solutions that could serve as exemples to follow. The final execution 
of the projects’ in the form of a website / online thematic research collection can provide 
such common ground by following the same guidelines such as the London Charter for 
example.  
 
In terms of digital and analytical tools used by the projects’ in question, it is difficult to come 
to a conclusion what these should be as each project dealt with a different aspect of art-
historial and architectural matter. None of the examples dealt with architectural paintings 
of church interiors and only one dealt with painted architectural space: The Skenographia 
project. It examines a number of “theatrically-inflected Roman frescoes (…) using digital 
visualisation methods to assess their value as sources for the history of Roman theatre, and 
to explore the range of roles and meanings that they may have encompassed for Roman 
viewers.”191 The project created a number of three dimensional digital visualisations of the 
painted architectural spaces, however, they are fictional and represent “imaginary 
architecture” rather than actual space in situ.  For most of the frescoes the project provides 
a set of visual materials, such as a plan of the house, photographs, 2D wall painting 
reconstruction and analysis, and 3D modelling paradata and visualisations, orthographic 
projections and 360 panoramas. Similarly to this study of the architectural paintings of the 
Oude Kerk in Delft, the Skenographia project explores diverse methods in order to analyse 
the space throughout. This analysis also leads to questions “regarding what is represented 
as ‘real’ architecture and what is represented as ‘non real’ in the wall painting. It is 
noteworthy that it is the 2D analysis that offers the most relevant answers and suggestions, 
rather than the 3D visualisations, which are derived from the 2D spaces, but offer only 
fictional and speculative results. 
 
It is a pity that the Skenographia project does not fully explore the wall paintings as a 
collection on its own, nor the stylistic similarities and differences. It would also be 
interesting to see if some of the frescoes resemble other in terms of perspectival accuracy 
for example, which could lead to stylistic identification of the artist(s). This approach is 
reflected in the structure of this TRC where each house and its frescoes is treated as an 
individual study case without a clear nor user friendly way to view and examine the artworks 
in line. For the purpose of this study particularly one element of the Skenographia project 

                                                
191 http://www.skenographia.cch.kcl.ac.uk/index.html 
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was worth implementing and developing further, which is the 2D perspectival analysis that 
is discussed in the next section of this chapter. 
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6.1. 2D analysis 
 

Linear perspective study 
 
The incentive for two-dimensional analysis of the paintings in the first place was to explore 
further possibilities in the investigation of the views ‘captured’ by the artists. To date, the 
most established method among art historians to study architectural painting has been a 
linear analysis. Applying principles of linear perspective to the position and arrangement of 
architectural, as well as compositional elements, is carried out by superimposing 
perspective lines over the reproduction of an artwork. However, this method, particularly 
used on printed reproductions, has limitations to what additional processes can be 
performed with its outputs, thus what research questions can be answered, as well as asked 
in result.  
 
It should be noted here that the principle of this analysis using digital medium is the same 
as in the case of analogue medium, i.e. using a pen and ruler on paper. Digital reproduction 
allow us for more precise application of linear perspective than its printed counterpart, 
unless the printed reproduction is of a substantially large format and print resolution. 
Technically in both instances we can achieve the same results, however the analogue route 
would demand a more time consuming and additional expenses in order to print each digital 
reproduction in a large format and high quality. The assembly of the printed reproductions 
and their presentation would dictate further difficulties and costs such as finding an 
appropriate space for display and then photographing the annotated reproductions in 
groups or individually for use online. Using digital technologies, such as digital 
reproductions, software for annotating, manipulating, grouping and comparing the items, 
certainly offers a more flexible and efficient workflow, and allows for faster and more 
accessible results. 
 
The use of geometrical perspective in church interior paintings is obvious. The analysis of 
84 paintings of the Oude Kerk in Delft proved the use of linear perspective by the artists, 
however, with diverse precision among them. Because the analysis was performed on digital 
reproductions of inconsistent quality, it was impossible to derive accurate geometric 
projections of linear perspective used, therefore the results serve as approximate 
perspective representations in this case. The study was carried out for each individual 
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painting using a digital image and superimposed perspective lines added in Inkscape.192 
The results demonstrated that a one-point perspective in 25 (29.76%) of the paintings and 
a two-point perspective in respectively 59 (70.24%) paintings (Figure 53, Figure 54).193 This 
clearly shows the preference of those views and angles within the church space that allowed 
for application of two vanishing points and creating a more complex composition. The 
results also confirm the hypothesis of the deliberate geometrical framing and positioning 
linear elements to enhance the perspectival impression, such as the lines of the floor tiles 
and gravestones for example. 
 
 

 

Figure 53. Perspective study: Cornelis de Man, Interior of Oude Kerk, Delft 

c. 1660 

oil on canvas 

Columbus Museum of Art 

 
 

                                                
192 Inkscape is free, open-source professional quality vector graphics software, that uses the W3C open standard SVG (Scalable Vector Graphics) as 
its native format.  ‘About | Inkscape’ <https://inkscape.org/en/about/> [accessed 8 October 2016] 

193 For complete list of perspective studies see Appendix III. 
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Figure 54. Perspective study: Hendrik Cornelisz. Van Vliet, Interior of the Oude Kerk, Delft, 
looking west 

n.d. 

Oil on canvas 

Private collection 

 
 
The further analysis of this type of perspective drawings demonstrated the scope of 
inconsistencies and allowed for identification of four categories of linear perspective 
executed with no inconsistencies (1), minor inconsistencies (2), medium inconsistencies (3) 
and major inconsistencies (4) (Table 8). The first category represents paintings where the 
superimposed perspective lines meet in one or two vanishing points without any errors. 
Hendrik Cornelisz van Vliet’s painting from 1661 is one of 14 such paintings in the collection 
(Figure 55). His earlier painting, from 1654, represents the second largest category here, of 
paintings where linear perspective was used with only minor inconsistencies (Figure 56). 
The third and largest group, with medium amount of errors in perspective use, can be 
represented by van Vliet’s painting of one of his favourite diagonal views towards west 
(Figure 57). In those paintings usually a few perspective lines do not align correctly with the 
vanishing point(s). The last category includes the paintings where there are major errors in 
linear perspective, as in van Vliet’s painting from 1662 for example (Figure 58). The lines 
clearly do not align correctly in the vanishing points dictated by diagonal elements of the 
composition.  
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Level of inconsistency (1) none (2) minor (3) medium (4) major 

Paintings 14 (16.66%) 20 (23.80%) 33 (39.29%) 17 (20.24%) 

Table 8. Level of inconsistency in application of the linear perspective in 84 paintings based 
on perspective study 

 
 
The above inconsistencies vary among the seven artists who painted the interior of the Oude 
Kerk, and they also vary among the paintings by the same artists. The above four exemplary 
paintings, each representing one of the categories, are by Hendrik Cornelisz. van Vliet for 
instance. His 53 paintings form the largest part of this study collection of total of 84 
paintings, however, their accuracy in terms of linear perspective vary from no errors (10), 
through minor (11), medium (20) and major (8) amount of inconsistencies (Table 9).194 This 
irregularity can also be observed among other artists, such as Emanuel de Witte and 
Cornelis de Man, although based on significantly smaller number of paintings (14 and 10 
respectively). The other four artists’ paintings cannot be adequately compared in this 
exemplification as they correspond to 1-3 paintings each: Gerard Houckgeest (3), Hendrick 
van Streek (2), Louwijs Aernouts Elsevier (1) and Job Adriaensz. Berckheyde (1).  
 

 

Figure 55. Perspective study – an example 
of linear perspective used without any 
inconsistencies (1) 

Hendrik Cornelisz. Van Vliet 

The Oude Kerk in Delft with a gravedigger in 
the foreground 

1661 

Oil on panel  

private collection 

delft-oudekerk-vanvliet018 

 
 
 
 
 
 

 

                                                
194 For this analysis four of 53 paintings ‘by’ van Vliet were withdrawn as being: after Van Vliet (no errors; delft-oudekerk-vanvliet007), two paintings by 
followers of van Vliet (one with minor and one with medium errors; delft-oudekerk-vanvliet037, delft-oudekerk-vanvliet040), one painting from the circle of 
van Vliet (minor errors; delft-oudekerk-vanvliet047).  
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Figure 56. Perspective study – an example of linear perspective used with only minor 
inconsistencies (2) 

Hendrik Cornelisz. Van Vliet 

View of the interior of the Oude Kerk, Delft 

1654 

oil on panel  

Museum der bildenden Künste Leipzig 

delft-oudekerk-vanvliet009 

 

 

 
 

Figure 57. Perspective study – an example of linear perspective used with medium amount 
of inconsistencies (3) 

Hendrik Cornelisz. Van Vliet 

Oude Kerk in Delft 

n.d. 

oil on panel  

Private collection 

delft-oudekerk-vanvliet027 
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Figure 58. Perspective study – an example of linear perspective used with major 
inconsistencies (4) 

Hendrik Cornelisz. Van Vliet 

Interior of the Oude Kerk in Delft 

1662 

oil on canvas 

Staatliche Kunsthalle Karlsruhe, Karlsruhe 

delft-oudekerk-vanvliet054 

 
 
This study of the linear perspective across the paintings of the Oude Kerk met a number of 
challenges, that should be addressed here. One of the main obstacles is the disproportion of 
paintings by different artists analysed. Van Vliet’s paintings provide a rich body of work for 
such analysis. However, it is not enough to compare his works with significantly smaller 
numbers of works by other artists, particularly consisting of only a few, and even only one 
example each. This leads to another obstacle, which is the lack of a wider context of the 
genre, and the relationship between the representations of this particular church with those 
of other churches and artists. While the results of this study clearly show that the accuracy 
of the linear perspective varied even among the paintings by the same artist, it would be 
highly problematic to establish the rationale for such variations. Firstly, there is not 
sufficient material, be it drawings or writings for example, to allow for a comprehensive 
study of technical approaches to perspective by these artists. Secondly, many of the 
paintings are not precisely dated and some have had multiple attributions over the years, 
which causes a major difficulty in linking the discussed variations with the artists’ technical 
development and their influence on each other.  
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 The above challenges on the other hand, address a number of new questions, which 
are beyond the scope of this thesis, but point out further directions in the research of the 
church interior painting genre in general. For example, what were the circumstances and 
rationale behind the inconsistency in the application of linear perspective among the artists 
of the genre, both intentional and non-intentional? There is no doubt that the artists in 
question were skilled enough to correctly apply the principles of linear perspective in their 
paintings. Furthermore, was this situation similar or totally different in the case of the 
paintings of the other churches?  An extensive study of the church interior paintings and 
the use and misuse of linear perspective could help answer these questions. Similarly, a 
comprehensive juxtaposition of the artists’ approaches to representing different churches 
would add another important insight into our understanding of the genre.  
 
 

Level of inconsistency (1) none (2) minor (3) medium (4) major 

Hendrik Cornelisz. van 
Vliet 

10/49 (20.4%) 11/49 (22.44%) 20/49 (40.81%) 8/49 (16.32%) 

Emanuel de Witte 0/14 (0%) 2/14 (14.29%) 6/14 (42.85%) 6/14 (42.85%) 

Cornelis de Man 3/10 (30%) 2/10 (20%) 4/10 (40%) 1/10 (10%) 

Gerard Houckgeest 0 2 1 0 

Hendrick van Streek 0 0 0 2 

Louwijs Aernouts Elsevier 0 0 1 0 

Job Adriaensz. Berckheyde 0 1 0 0 

Table 9. Level of inconsistency in application of the linear perspective among seven artists 
based on perspective study 
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Viewpoint analysis 

 
A second two-dimensional analysis was used in order to establish approximate viewpoints 
in the paintings. To illustrate the vantage points and allow for simultaneous image viewing, 
a visualisation was made using ThingLink, an online platform for creating interactive media 
(Figure 59).195 Firstly, a floor plan of the Oude Kerk was marked with blue lines representing 
windows to help with the orientation of the space. Secondly, some of the interior furnishings 
were added (in dark red), such as the pulpit, choir screen, small organ and the most often 
referenced epitaphs and tombs. These markings helped to identify the viewpoints more 
efficiently. Thirdly, an approximate vantage point for each of the 84 paintings was 
established and added together with a thumbnail of a digital image of the painting and a 
link to its online entry in thematic research collection. This allows for a simultaneous 
viewing of the corresponding painting (using a mouse ‘hover over’ option) and direct link to 
the painting’s record (‘on click’).196 The icons/tags used to mark the viewpoints are basic 
green V-shapes. Each tag represents an approximate location of the painter’s view, where a 
vertex (endpoint) is the vantage point and the rays (sides) define view expanding from the 
point. The angle of all the V-shapes is 90 degrees, which does not correspond to the exact 
image plane for each individual painting, but provides an approximate viewing position and 
direction.  
 
 
 
 
 
 
 
 
 

                                                
195 ThingLink was used for a number of reasons, such as web-based, handling multi-media content, interactive capabilities, user friendly interface and 
possibility to directly link the content to external sources. ThingLink website: https://www.thinglink.com/  

196 Visualisation of the paintings of the Oude Kerk, Delft in ThingLink: https://www.thinglink.com/scene/841731162085785601 
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Figure 59. Screenshot of the Visualisation of the paintings of the Oude Kerk, Delft in 
ThingLink. 
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This visualisation formed a map of the artists’ approximate viewpoints and resulted in an 
observation that not all vistas were equally popular. It is clear that there were certain types 
of viewpoints that proved to be more attractive and in many cases simply copied, even by 
the same artist all over again (e.g. van Vliet). Based on the clusters observed in this study, 
the viewpoints in the visualisation were colour-coded, which provided a map of 15 types of 
views across the paintings (Figure 60). The most striking and prolific cluster can be 
observed in the southern aisle, looking towards the crossing and transept with the pulpit as 
a central motif (type 2). The other clusters, although of a lesser coverage, were: the view 
from the choir towards Mary’s choir and northern end of the transept (type 9), the view 
from the northern aisle towards Mary’s choir (type 14) and the diagonal view from the 
western end of the southern aisle towards the organ loft (type 4). This selective approach 
obviously raises a number of questions, such as: to what the views were chosen due to their 
perspective values, the iconographical significance, the demand from commissioners or 
other reasons? If it was simply to represent the interior and allow for capturing the most of 
its space, perhaps a so-called tunnel perspective would be the most beneficial choice. 
Interestingly, this most prominent view is only represented by 5 views from transept 
towards the west and organ loft (type 5) and by 4 views in the opposite direction, from the 
nave towards the choir. This clearly means that the artists were particularly interested in 
certain angles and views, rather than giving a pan-representation of the church interior as 
such. Furthermore, it is possible that the art market dictated such selection of vistas, where 
a praise of particular painting and view could have led to creating these micro trends within 
the genre itself.  
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Figure 60. Screenshot of the Visualisation of the paintings of the Oude Kerk, Delft in 
ThingLink with colour coded markings to identify common types of views. 

 
 
Another approach to the viewpoint analysis was to colour-code the markings based on the 
artists (Figure 61). Obviously, van Vliet’s associated markings outweigh the others in terms 
of quantity, but also in terms of quality of the views with some being predominantly his area 
of interest, such as the view from the west end of the northern aisle towards the nave (type 
3), the view from the crossing towards the northern side of the transept (type 6) and central 
tunnel-perspective views from underneath the organ loft looking towards the choir (type 7). 
Interestingly, his views from and towards the choir, with the choir screen acting as a 
boundary, were only executed in a few other examples, all by de Witte. Furthermore, his 
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two other views in one-point perspective, one from the crossing looking towards the organ 
loft (type 5) and one from the northern aisle looking towards Mary’s choir (type 14), are 
represented by four paintings each and the same views we can find on two paintings by de 
Man. Although we cannot say that these are the only paintings of the two views or by the 
two artists, which were ever produced or survived to this day, it is remarkable to see such a 
connection. These are rather unusual views, deliberately off-centre, which would suggest a 
direct link between their compositions.  
 
Analysis of the viewpoints demonstrated how some of the views attracted multiple artists 
(even if they copied each other), but also how some of the views were only executed once for 
example. For example, van Vliet’s view from the crossing towards north through the 
transept (type 6), de Witte’s view with the pulpit in the centre but uniquely looking west 
(type 13), de Man’s view from the northern end of the transept looking south (type 100). As 
already mentioned, it cannot be proved that any of them were only painted once and by only 
one artist, but the fact that a number of views did not find as many followers as the others, 
is intriguing. Some, after their sale or being hidden in artist’s studio for unknown reasons, 
might not have been accessible to other artists as a source of inspiration for example. Some 
might not have been as ‘successful’ or interesting, or even ‘easy’ to execute, to attract 
followers. As the exact reasons for such range in unique viewpoints are not known, they do 
provide another angle to the genre worth investigating further.  
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Figure 61. Screenshot of the Visualisation of the paintings of the Oude Kerk, Delft in 
ThingLink with colour coded markings referencing the artists. 
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Viewshed study 

 
The viewpoints analysis indicated that many of the views overlap across the paintings and 
provided approximate vantage points for the paintings. The next step was to investigate the 
space represented in each work based on the vantage point and range of vision. For this 
purpose, a viewshed analysis was performed for each of the eighty-four paintings. This 
method is commonly used in geospatial studies and geographic information systems (GIS) 
and refers to ‘The view of an area from a specific vantage point; a computer model of this.’197 
For the purpose of this case study, the principles of viewshed analysis were applied in each 
painting and recorded digitally using a scalable vector graphics (SVG) format. The SVG is 
an XML-based mark-up language for describing two-dimensional graphics and open 
standard under the development of the World Wide Web Consortium (W3C) since 1999.198  
This choice was dictated by the wide deployment of the format, its functionality, 
interactivity and significantly smaller file size than bitmap formats, e.g. jpeg. Unlike bitmap 
(or raster) images, e.g. photographs, scans, vector images such as SVG are not made up of 
pixels, but geometric objects using mathematical formulas. 
 
Each viewshed layer was created individually based on the visual analysis of the paintings. 
These layers, unlike the 90 degrees tags used in the viewpoints visualization, are based on 
the furthest horizontal boundaries of each painting to demonstrate the maximum visible 
range. Similarly to the viewpoint analysis, the results provided a clear picture of the variety 
of the views chosen by the artists, which where categorized into fifteen different types. The 
list below includes a short description of each type illustrated small thumbnails for 
reference only; the complete set of viewsheds can be found in Appendix III. 
 
 

Viewshed type 1 
 
This type is represented by six paintings, five by Hendrik Cornelisz. van Vliet and one by 
Emanuel de Witte (Figure 62). Although the viewpoints of those six views are in different 
spots, they are all within a short distance and are located in between the chapel and the 
Mary’s choir next to it. The views are towards the choir, in four examples reaching as far as 
the Piet Hein’s tomb. Their ranges also vary from narrow to wide angle. 

                                                
197 ‘Viewshed - Definition of Viewshed in English | Oxford Dictionaries’ <https://en.oxforddictionaries.com/definition/viewshed> [accessed 29 September 
2016] 

198 ‘W3C SVG Working Group’ <https://www.w3.org/Graphics/SVG/> [accessed 27 September 2016] 
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Figure 62. Viewshed type 1 

 
 
 

Viewshed type 2 
 
The most popular view of the interior of the Oude Kerk in Delft with twenty three examples 
by five different artists: eight by de Witte, seven by van Vliet, four by Cornelis de Man, two 
by Gerard Houckgeest and two by Hendrick van Streek (Figure 63). The view is from the 
southern aisle looking towards north-east (Mary’s choir). The majority of these views are 
captured from behind the pulpit and they reach as far as the northern end of the transept, 
or at least the chapel and Mary’s choir through the crossing and choir screen. This view, 
leaving its iconographic matter aside, was quite impressive regarding its perspective values 
and numerous diagonal elements, which helped the artists to construct the linear 
perspective framework in some cases, and if distorted, helped achieve a more grandiose 
look, for example.  
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Figure 63. Viewshed type 2 
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Viewshed type 3 

 
The third type consists of eight works in total, seven by van Vliet and one by Berckheyde 
(Figure 64). This view is overlooking the pulpit through the nave and has its viewpoint 
located in in the centre of the northern aisle or just off its columns, in the nave. The 
viewsheds vary significantly, which might suggest that van Vliet was experimenting with the 
different elements and overall perspective of the view. Berckheyde’s view on the other hand, 
although similar in terms of the viewpoint location and direction, represents a more 
individual version than a copy of any of van Vliet’s views.  
 
 

 

Figure 64. Viewshed type 3 
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Viewshed type 4 

 
Similar to the above example, this view is dominated by van Vliet’s works (Figure 65). There 
are 9 of his paintings that classify for this type and one by Houckgeest, giving a total of ten 
paintings. This view is from around the centre of the southern aisle. It is slightly diagonally 
and looks towards the western end of the northern aisle with the organ loft playing the main 
role in the composition. Although two of the views, one by van Vliet and one by Houckgeest, 
represent a variant with a direct view across the nave rather than a diagonal one, they belong 
to the same type, particularly as they concentrate on the organ loft. 
 
 

 

Figure 65. Viewshed type 4 
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Viewshed type 5 

 
This view is from the crossing, just next to the small organ beside the choir screen, looking 
directly towards the organ loft and the main entrance to the church (Figure 66). What is 
interesting is the fact that although offering a central view, using one-point perspective, the 
viewpoint is deliberately off the centre of the nave. There are five paintings of this type, four 
by van Vliet and one by the Man. As mentioned previously this choice of this particular view 
does not seem to be accidental in the work of the two artists, and perhaps one inspired the 
other. 
 

 

Figure 66. Viewshed type 5 
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Viewshed type 6 
 

This highly symmetrical composition, using one-point 
perspective too, is a rare view represented by only one work 
by van Vliet (Figure 67). It is from the centre of the crossing 
looking through the transept directly to the north.  
 
 
 
 
 

Figure 67. Viewshed type 6 

 
 
 

Viewshed type 7 
 
This extremely long view, from just under the organ loft looks directly through the nave and 
reaches the back of the choir. This type is represented by four paintings, three by van Vliet 
and one by de Man (Figure 68). Two by van Vliet have their viewpoints centrally located, 
while one by van Vliet and de Man’s one have the viewpoints off-centre, to the side. Similarly 
to the type 5, it is interesting to see the connection between the two artists regarding the 
choice of view. 
 

 

Figure 68. Viewshed type 7 
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Viewshed type 8 

 
This another rare view by van Vliet and not found among other 
artists’ paintings is from the back of the Mary’s choir, looking 
diagonally through the choir and the centre of the choir screen 
towards the small organ (Figure 69).  
 
 
 
 
 

Figure 69. Viewshed type 8 

 
 
 
 
 

Viewshed type 9 
 
This view is one of the most popular among van Vliet’s paintings, counting for eleven works 
out of fourteen of this type in total (Figure 70). The other two paintings are by de Witte. The 
viewpoint is located in a number of places in the choir, all looking diagonally, through the 
Mary’s choir and chapel, towards the north-west corner of the transept. In majority of the 
paintings here we can find two characteristic epitaphs, one of Gerard Welhouc on the back 
wall of the Mary’s choir and one of Johann van Lodensteyn on one of the columns between 
the choir and the Mary’s choir. Perhaps the inclusion of these prominent epitaphs played a 
role in the selection of these views, although, it is possible that the perspective qualities of 
this particular view and its many diagonal elements played an important role too. The exact 
viewpoints vary significantly among the views, which might suggest, at least regarding van 
Vliet as observed previously, that they were a result of experimenting with different vistas 
rather than painting the same scene all over again. 
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Figure 70. Viewshed type 9 
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Viewshed type 10 

 
This wide view by de Man seems to be a unique view (Figure 
71). It is from the northern end of the transept, looking 
through the crossing directly towards south, including even 
parts of the choir and nave. 
 
 
 
 
 

Figure 71. Viewshed type 10 

 
 

 
 

Viewshed type 11 
 
Although this view is close to type 2 as it looks towards the chapel and Mary’s choir, it is not 
as diagonal and have its viewpoint located in the eastern end of the southern aisle (Figure 
72). This view is represented by only two paintings, both by de Man, which again indicates 
individual choice regarding the view. 
 

 

Figure 72. Viewshed type 11 
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Viewshed type 12 
 

This is another unique view represented by only one 
painting by de Witte. It is relatively of a short viewing 
distance, reaching just over a half of the choir (Figure 73). 
The viewpoint is located off centre of the choir, close to its 
southern wall and is looking slightly diagonally towards 
the back of Mary’s choir and the east of the choir itself.   
 
 
 
 

Figure 73. Viewshed type 12 

 
 
 
 
 

Viewshed type 13 
 

This view, represented by only one painting by de Witte, 
forms a reverse version of the type 2, with the viewpoint 
located just behind the pulpit, but looking towards the 
opposite direction in this case – diagonally, through the 
nave towards the northern aisle and the northern side of 
the organ loft (Figure 74). 
 
 
 
 
 

Figure 74. Viewshed type 13 
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Viewshed type 14 
 
This distinct view is from around the half way through the northern aisle, more or less off-
centre bringing it closer to the nave (Figure 75). It is looking through the northern aisle and 
transept directly towards the Mary’s choir and its remarkable tomb of Marteen Tromp. The 
view is represented by six paintings, four by van Vliet, one by de Man and one by Elsevier. 
As in the case of type 5, this unusual view, painted by three different artists strongly 
indicates they are connected in terms of inspiration or influence.  
 

 

Figure 75. Viewshed type 14 
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Viewshed type 15 

 
This last type to some extent is a variation of the type 1 – 
its viewpoint is located in the choir, but it is looking away 
from the transept towards the chapel and Mary’s choir 
(Figure 76). Only one painting by Van Vliet represents it. 
 
 
 
 
 
 

Figure 76. Viewshed type 15 

 
 
The fifteen types of views illustrated in the viewsheds propose a new angle into the research 
of the genre. They allow for a relatively new approach to artists’ treatment of the subject, as 
focused entirely on their viewsheds regardless of stylistic, compositional or iconographic 
issues. In some ways, the bare look of the viewshed layers superimposed onto the church 
plan allows for a more objective comparison of the paintings in terms of the viewpoint 
choices. The different types identified in the case of the Oude Kerk in Delft, could provide 
an interesting counterpart for other church interior paintings and similar analysis of their 
viewpoints and viewsheds. 
 
 A comparison of the artists’ approaches to different church spaces gives a better 
understanding of their methods in terms of the relationship between the actual views in 
particular churches versus the views favoured, practiced, ‘invented’ or popularized by the 
artists. The process of creating the viewsheds signalled a number of inconsistencies, such 
as missing or displaced elements of the church interior (e.g. columns) to ‘impossible’ vistas 
that should not be possible to achieve from one viewpoint at a time. The first treatment is 
dictated by aesthetic rather than technical reasons and might be executed by removing or 
shifting some elements of the interior in order to simply expand and open up the space. One 
of the most vivid examples is painting by van Vliet from 1659 (Figure 77). At first sight, the 
composition of the painting seems right with only slightly distorted perspective. Creating a 
viewshed for this painting exposed a lack of the column between the chapel and Mary’s choir 
(marked red on the viewshed, Figure 78). Looking from this viewpoint and following the 
viewshed according to the view, the column should be visible exactly in the centre of the 
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painting, obscuring the view of the tomb of Maarten Tromp (Figure 79). Without doubt, the 
original version without the column is visually more attractive as the vista leads the eye 
towards the centre of the composition, where the tomb appears, almost like deliberately 
framed by the arch, which enhances the view even more. Its artificial version with the added 
column, where it should appear, creates a rather ‘imbalanced’ image with almost too many 
vertical accents. The immaculate view of the tomb is gone and the central stage is taken yet 
by another column. From the aesthetic perspective, this treatment by van Vliet was applied 
simply to make the view more harmonious. Furthermore, the date of the painting, 1659, 
suggests that it highlights a new addition to the church space and certainly socially 
important element of the newly erected and highly decorative erected tomb of Maarten 
Tromp (1658). However, choosing this particular view, not the most convenient to highlight 
the monument itself, and placing the centre of the painting on the monument, but more 
likely on the missing column, could suggest additional reason. It could act as a puzzle 
referring to a well-known method of optical and visual play with the viewer used by the 
artists in the Netherlands and in the seventeenth century Dutch art in particular. This 
composition could have acted as a medium to bring the attention to the missing column 
without realizing it in the first place. Although this is only one example, further research 
could provide a more detailed insight into the artists’ method of eliminating particular 
elements for aesthetic and other reasons. 
 

 

Figure 77. Viewshed of the painting by Hendrik Cornelisz. van Vliet 

 



 
 
164 

 

Figure 78. Hendrik Cornelisz. van Vliet, View of the interior of the Oude Kerk, Delft 

1659 

oil on panel 

h 76 cm x w 70 cm 

h 29.92 in x w 27.55 in 

Museum der bildenden Künste Leipzig  

 

 

Figure 79. Van Vliet’s painting with added column in the centre (Photoshop) 

 

 

 

 
 
 
 
The viewshed analysis discussed above confirms the distortions being made by the artists, 
as well as the vantage points being multiple and not always correctly combined in the final 
piece, which might create ‘impossible’ views. Most of the compositions cut across the church 
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diagonally, usually looking out from the aisles, which allowed the artists to represent the 
most complex and interesting vistas. However, their complexity is often caused by and/or 
enhanced by multiple viewpoints in one painting. This can be observed to some extent in 
most of the paintings compared to their viewsheds. For example, in de Witte’s painting, the 
viewshed created based on the visible elements of the interior, reveals that one viewpoint 
would not physically and optically allow for vision of the back wall of the chapel for example 
(Figure 80). If looking directly from the painting’s viewpoint, even if approximately, we 
should see almost the entire window, not its fragment. Furthermore, the view in that 
direction would be at least minimally obscured by a pillar, which is simply removed in the 
painting. There might be a number of reasons for such treatment. De Witte is known for his 
mistakes in linear perspective application, thus this could be one of them. On the other 
hand, the decorative and detailed chandelier would lose its fine look if it there was a window 
painted in the background, which is also a possibility. 
 

 

Figure 80. Emanuel de Witte, Sermon in the Old Church in Delft 

n.d. 

oil on canvas 

h 40 cm x w 45 cm 

h 15.74 in x w 17.71 in 

Royal Museums of Fine Arts of Belgium (photo: J. Geleyns / Ro scan) 

 
 
Although the viewpoints and the framing of the scene by the artists might suggest a fixed 
position from where it was captured, in reality, the artists combined elements of different 
vistas and angles they viewed particular parts of the church. The results are often difficult 



 
 
166 

to spot without examination in detail, using the viewshed analysis for example. To some 
extent, today we can achieve similar results by using panoramic photography (wide format 
photography), that captures, and merges into one, a number of fields of view through a HDR 
panorama stitching algorithm for example (Figure 81).199  
 
 
 

 

Figure 81. Implementation of HDR panorama stitching algorithm 

One image is selected as a reference, next homographies are computed for each 
neighbouring image and finally all images are mapped to reference image plane. 200 

  

 
The analysis of the viewsheds from eighty-four paintings of the interior of the Oude Kerk, 
has also provided a rather unexpected result in the form of a picture combining all the 
viewsheds in one. The viewshed layers, when superimposed, reveal that almost the entire 
space of the church is represented in the paintings (Figure 82).However, this “ultimate” 
panoramic view is limited. This method did not allow analysing the space vertically, 
although some of the paintings partially include upper parts of the walls and ceiling and 
parts of the floor. Another issue in reaching out to all ‘visible’ parts of the church in the 
paintings was the visibility of the most distant areas represented. The furthest parts, 
particularly in the background, for example behind the last rows of columns are not very 
clear due to atmospheric perspective used. This means that not all the details are visible and 
clear enough to be able to retrieve them in a larger scale. However, this finding generates 
further questions. Is the Oude Kerk in Delft unique in this regard, or would other church 
interiors, such as St. Bavo in Haarlem produce a similar result? Could this ‘ultimate’ 
viewshed be a result of coincidence or was it an intention to represent the ‘entire’ space of 
the church interior among the artists that we have never thought of. Would this finding be 
of any use in restoration and conservation of some of the Dutch churches? Further research 

                                                
199 Ostiak, Piotr, ‘Implementation of HDR panorama stitching algorithm’, CESCG (Central European Seminar on Computer Graphics), 2009.  

200 Image and description from: Ostiak, Piotr, ‘Implementation of HDR panorama stitching algorithm’, CESCG (Central European Seminar on Computer 
Graphics), 2009.  
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would certainly help to answer some of the questions, but, as illustrated above, by applying 
new research methods, more new questions can arise. 
 
  

    

 

Figure 82. Photoshop layers (green) of the Old Church space covered in the paintings 
merged together into one layer. 
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6.2. 3D analysis 
 

Background 
 
Two-dimensional analysis of the painting of the interior of the Oude Kerk in Delft provided 
a number of findings, which confirmed some of the existent hypotheses, generated new 
knowledge about the genre, but also raised more questions. However, the two-dimensional 
orientated methods did not allow examining further the relationship between the paintings 
and the actual three dimensional space. One of the obvious methods in such examination – 
photography - was not used for a number of reasons. First, using a digital camera to capture 
the actual interior of the church in order to examine and compare the photographs with the 
paintings could add another level of distortion to the equation. The lens distortion would be 
an issue – even if minimized using high-cost lenses, advanced calibration methods or 
manual/automated corrections, it would require a significant amount of time and resources 
to achieve satisfactory results. Perspective distortion itself would cause problems, as the 
camera placement would be limited due to the layout and scale of the interior. Second, it 
would not be possible to obtain a sufficient number of photographs to allow matching all of 
the known and alternative views as seen on the paintings. Moreover, any additional 
photographs to be retaken would require further cost and resources. 
 
In order to maximise the results of further analysis in terms of quality and resources, it was 
decided to use a laser scanning technology. The 3D survey of the church interior was 
intended to provide a realistic, digital and three dimensional representation of the space 
that could be used as comparison model for the various views of the interior depicted on the 
paintings. Comparing the paintings with the desired views from within the church digitally 
and without the need to physically obtain or adjust the desired viewpoint were the main 
benefits for carrying out the survey. This technology allowed for the acquisition of a large 
quantity of accurate measurements in order to obtain the most accurate digital 
representation of the interior of the Oude Kerk in Delft. It is a high-cost technique, thus it 
was necessary to secure external funding.201 It was also imperative to find a non-commercial 
collaborator with necessary equipment, skills and expertise located in Delft, the Department 
of Geoscience & Remote Sensing at the Delft University of Technology in this case.202 The 
scanning project took place in the last week of June 2016.  

                                                
201 The author would like to thank the Thomas Dammann Junior Memorial Trust for the award that made this project possible.  

202 The author would like to thank the collaborators at the Delft University of Technology for their technical support and providing the equipment and 
expertise, particularly Dr. Roderik C. Lindenbergh, Assistant Professor, Department of Geoscience & Remote Sensing, Delft University of Technology 
and Yueqian Shen, PhD student, Department of Surveying Engineering, Hohai University. 
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In advance of the actual scanning, a project plan was drafted and included the necessary 
information for scanning project and its long-term preservation, such as: location, date, 
objectives, project team, schedule, methodology, deliverables, documentation, credit, terms 
of use and data archive. The type of information required for the project as well as 
recommendations relating to any preliminary work were prepared based on the advice and 
guidance from the publication ‘3D Laser Scanning for Heritage’, a two-year project 
completed by the School of Civil Engineering and Geosciences at Newcastle University 
(second edition).203  
  

                                                
203 ‘3D Laser Scanning for Heritage: Advice and Guidance to Users on Laser Scanning in Archaeology and Architecture (Second Edition)’ (English 
Heritage, 2011) <http://content.historicengland.org.uk/images-books/publications/3d-laser-scanning-heritage2/3D_Laser_Scanning_final_low-res.pdf/> 
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Data acquisition 

 
The preliminary work involved planning the scanning positions within the church. This was 
challenging as the current furnishings limit the access to certain parts of the church – for 
example almost the entire nave and parts of the transept are equipped with rows of pews. 
The eight scan positions were chosen based on their most efficient common coordinate 
system that would allow to combine the data from each individual station into the final singe 
set of range data. A standard tie point workflow was used with a minimum of three and a 
maximum of five reference targets per scan position (Table 10, Figure 83). 
 

No. Adjacent stations Tie targets 

1 Station 1 – station 2 Ta1,Ta2,Ta3,Ta4 

2 Station 2 – station 3 Ta2,Ta3,Ta5,Ta6 

3 Station 3 – station 4 Ta3,Ta5,Ta7,Ta8, Ta9 

4 Station 4 – station 5 Ta7,Ta10, Ta11,Ta12 

5 Station 5 – station 6 Ta11,Ta12, Ta13,Ta14,Ta15 

6 Station 6 – station 7 Ta13,Ta16, Ta17 

7 Station 7 – station 8 Ta17, Ta19,Ta20 

Table 10. Tie points between different stations 
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Figure 83. Oude Kerk ground plan showing the positions of stations and targets.  

 
 
The interior of the church was surveyed with a tripod-mounted Leica ScanStation C10 laser 
scanner (Figure 84), which was centred and levelled at each station using an optical and 
laser plummet. The first four reflective targets were placed at planned locations and 
additional care was taken to ensure their visibility for the scanner and safety, as the church 
was open to visitors during the entire process. As we moved the scanner between the 
stations, the targets had to be rotated accordingly. It took approximately 45 minutes for to 
scan each position. Overall, the entire process took eight hours, including additional 
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approximate 15 minutes between the scans for the move and set-up. Eight high-resolution 
scans were acquired in total, at 100m operating range and with 0.05m resolution.  
 
 
 

 

Figure 84. Leica ScanStation C10 laser scanner on location, Oude Kerk, Delft 
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Data processing 

 
The initial processing of the data was carried out using Leica Geosystems HDS™ Cyclone 
point cloud processing software.204 It included co-registering all of the twenty targets and 
automatic registration error (Table 10). Target ‘Ta18’ was removed as we discovered at this 
point that it has been moved during the scanning process. Each station contained 
4712×12565 points in high resolution, which after down sampling resulted in resolution of 
1590×3141 points each.

                                                
204 http://hds.leica-geosystems.com/en/Leica-Cyclone_6515.htm 
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Connection Target name Weight Error Error vector 

Station 1-Station 2 Ta1 1 0.004 (0.000, 0.000, -0.003) 

Ta2 1 0.001 (0.001, -0.001, 0.000) 

Ta3 1 0.002 (-0.001, 0.001, 0.002 ) 

Ta4 1 0.001 (0.000, 0.000, 0.001) 

Station 2-Station 3 Ta2 1 0.001 (0.000, 0.000, -0.001) 

Ta3 1 0.001 (0.001, 0.000, 0.000) 

Ta5 1 0.001 (0.000, 0.000, -0.001) 

Ta6 1 0.002 (-0.001, 0.000, 0.001) 

 

 

 

 

Station 3-Station 4 

Ta3 1 0.001 (0.000, 0.000, -0.001) 

Ta5 1 0.001 (0.000, 0.000, -0.001) 

Ta7 1 0.001 (0.000, 0.000, -0.001) 

Ta8 1 0.001 (-0.001, 0.000, 0.001) 

Ta9 1 0.002 (0.001, 0.000, 0.002) 

 

 

Station 4-Station 5 

Ta10 1 0.001 (-0.001, 0.000, 0.000) 

Ta11 1 0.000 (0.000, 0.000, 0.000) 

Ta12 1 0.001 (0.001, 0.000, 0.000) 

 

 

 

 

Station 5-Station 6 

Ta11 1 0.001 (0.000, 0.000, -0.001) 

Ta12 1 0.001 (0.000, 0.001, -0.001) 

Ta13 1 0.001 (0.000, -0.001, 0.001) 

Ta14 1 0.002 (0.000, -0.002, 0.001) 

Ta15 1 0.002 (-0.001, 0.002, 0.000) 

 

 

Station 6-Station 7 

Ta13 1 0.001 (0.000, 0.001, 0.000) 

Ta16 1 0.001 (-0.001, 0.000, 0.002) 

Ta17 1 0.002 (0.001, -0.001, 0.000) 

 

 

Station 7-Station 8 

Ta17 1 0.001 (-0.001, 0.000, 0.001) 

Ta19 1 0.001 (0.000, 0.000, -0.001) 

Ta20 1 0.001 (0.001, 0.000, -0.001) 

Figure 85. Automatic registration error by Leica Cyclone software 

 
 
The next step included importing the data into a reality capture and 3D scanning software 
called Autodesk RECAP 360, which allowed for creating a point cloud, which is a large 
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collection of points acquired by 3D laser scanning and displayed as a 3D representation of 
the structure recorded. The choice for using this particular software was dictated by the 
accessibility and user-friendly interface.205 The process involved importing the scans from 
all the stations (Figure 86), registering the scans (Figure 87) and indexing (Figure 88) to 
finally launch the project and view the point cloud (Figure 89, Figure 90).  
 
 

 

Figure 86. Screenshot of the process of importing scan data into Autodesk RECAP 360 

 

 

Figure 87.Screenshot of the process of registering scan data in Autodesk RECAP 360 

 

                                                
205 ‘Reality Capture & 3D Scanning Software | ReCap 360 | Autodesk’ <http://www.autodesk.com/products/recap-360/overview> [accessed 29 
November 2016]. 
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Figure 88.Screenshot of the process of indexing scan data into Autodesk RECAP 360 

 
 

 

Figure 89. Screenshot of the point cloud in Autodesk RECAP 360 (exterior) 
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Figure 90. Screenshot of the point cloud in Autodesk RECAP 360 (view from the nave 
looking towards the choir) 
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Results 

 
The acquisition of the 3D laser scan of the interior of the Oude Kerk allowed for a detailed 
and flexible viewing of the church in the process of analysing the paintings. This exercise 
has proven that it is challenging, and in most cases impossible to re-create an exact replica 
of any of the views depicted by the artists. Unlike a photograph that would be taken from 
one fixed position, a point cloud allows for multiple viewing options in regards to the 
position, height, angle and distance. In other words, it provides a three-dimensional space 
that we can explore without constrains and limitations of photography. A similar exercise 
can be carried out in the church if one decides to walk around and examine different angles 
and the ability to not only record, but re-use the observations from this exercise using 3D 
laser technology is of a huge advantage.  
 
Based on the observations from different viewing positions using the point cloud viewer, it 
can be argued that the views represented in paintings are rather constructed using a number 
of less or more distanced viewing positions, than represented as such (Figure 91, Figure 92). 
The common hypothesis is that the distortions were used in order to make the interior 
appear more spacious and monumental than it actually was. To a certain degree this is the 
case, however it is the combination of views that should be highlighted as a method, or 
result, rather than deliberate distortions. The views in most cases seem to be precisely 
constructed, rather than represented using distortions such narrowing or expanding certain 
elements in space. One of the reasons for such construction of a view might have been purely 
visual and aesthetic value, which dictated moving certain elements around in order to get 
the ‘best view’. This could also link to the iconography of the paintings and a desire to 
highlight particular elements regardless of perspectival accuracy. Another reason for such 
treatments could be simply the mobility of the artists throughout the process of sketching 
and painting, therefore constantly changing the views, deliberately or accidentally (the 
latter could be a result of even small changes in the viewing position, which is easy to notice 
viewing the church interior physically as well as virtually using the 3D representation of it. 
We do not know enough about the artists’ working methods to categorically include or 
exclude any of the reasons. As mentioned already, the case of Saenredam and his peculiar 
creative process is one of its kinds, while there is no such documented evidence in the case 
of the artists working on the Oude Kerk in Delft. 
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Figure 91. Screenshot of the view from the cloud point that corresponds to the painting by 
Hendrik Cornelisz. van Vliet, The Old Church in Delft with the Tomb of Admiral Tromp 

http://dh.tcd.ie/karolinabadzphd/items/show/50 

 
 

 

Figure 92. Screenshot of the view from the cloud point that corresponds to a viewshed type 
2 and one of the most popular views among the paintings. 

http://dh.tcd.ie/karolinabadzphd/exhibits/show/viewsheds/viewshed-
type-2  

 
 
The 3D laser scanning technology has proven to bring a new way of exploring the 
architectural paintings of the Oude Kerk in Delft and offers many possibilities for further 
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research. One of the avenues would be a detailed study of each painting in the context of the 
many different views that are possible to capture using 3D laser scan data. However, while 
the capturing the data using this technology is relatively straightforward, exceptionally 
accurate and of a huge potential in their re-use, its processing and analysing in detail to fully 
explore the views from the paintings is challenging. First, it would require a substantial 
commitment in terms of time and resources, which links to the scope of the collection and 
the paintings not being ‘constructed’ equally. Second, the technological requirements in 
terms of hardware and software would be beyond conventional art-historical capabilities, 
as it proven also in the case of this project. Although the time and technological constrains 
did not allow for an interactive incorporation of the point cloud, or what would be of even 
greater potential - a 3D model of the interior of the Oude Kerk in Delft, the further 
developments of the thematic research collections will accommodate these elements in 
years to come.  
 
The investigation of the architectural paintings initiated as a result of this thesis, and 
particularly through the data obtained using traditional art-historical methods as well as 
digital technologies has a great potential for future research on the topic. This type of 
collaboration between an art historian and technologists was at the core of the architectural 
TRCs discussed earlier. Based on those examples it is safe to state that such collaborations 
are crucial to achieve results that would not be possible otherwise. The scope of the TRCs in 
this context also show that the technical assistance is often dictated by the resources, 
particularly human resources and finances. In this context, the collaboration between the 
author and laser scanning unit from Delft proven successful, although limited in terms of 
post-production workflow and further work, which both would require time and funding 
that is beyond the capabilities of this dissertation. The TRCs analysed in this study also show 
that the larger the scope of the theme and research outputs, the more interdisciplinary team 
is needed to facilitate diverse aspects of the collaboration, from both academic and 
technological backgrounds. 
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6.3. Summary 
 
 
The case study of this thesis addressed the lack of recent studies on the topic of architectural 
paintings of church interiors in seventeenth-century Dutch art. It focused on one example, 
the Oude Kerk in Delft represented by over eighty paintings. As noted in the beginning of 
this chapter, it is the first time such vast collection of depictions of only one church has been 
brought together and analysed. This was possible due to digital technologies, which allowed 
for application of new methodologies and revision of research findings to date. The theme 
was firstly approached from a conventional art-historical perspective including study of the 
collection and literature review, as well as a short history of representations of church 
interiors relevant to the development of the genre in question. Although the latter was only 
briefly discussed, due to limitations of this thesis, it creates a starting point for further 
research of such theme and its iconographic and symbolic connections. 
 
Two sections of this chapter focused specifically on digital technologies used in the analysis 
of the paintings. Firstly, using two-dimensional techniques, and secondly, three-
dimensional laser scanning technology. The objectives in both instances revolved around 
the relationship between the painted interior and the actual space of the Oude Kerk in Delft, 
and its application in research on the genre in general. This study introduced a new 
methodological approach that can be duplicated to undertake research on architectural 
paintings of other church interiors from that time. It answered some of the initially asked 
research questions, however, it also created a number of new directions of inquiry in 
relation to the genre.  
 
In order to facilitate the practice-based fulfilment of this thesis in the form of a thematic 
research collection, this case study was carried out with the best practice approach in mind. 
The structure of this digital resource was dictated by the findings presented in this thesis on 
art-historical thematic research collections. The new research questions that arose 
throughout the process and as a result of applying new, computer-based methods, fulfil one 
of the most important roles of TRCs as open-ended resources that foster further research 
and facilitate its dissemination online. As much as this case study contributed to existing 
knowledge and understanding of the genre, it certainly paved the road for new discoveries. 
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7. TRC: Architectural Paintings: Oude Kerk in Delft 
 
This chapter provides a documentation and overview of the practice-based component of 
this thesis – the thematic research collection of the architectural paintings of the Oude Kerk 
in Delft. Drawing on the body of this thesis, this component has two dimensions. The first, 
art-historical one is reflected in the topic of church interior paintings of the Oude Kerk in 
Delft. It includes traditional art-historical research methodologies in order to investigate 
the theme and answer a number of research questions. The second, digital humanities 
dimension is reflected in the digital technologies used throughout the process, from 
collating the collection to detailed analysis of each individual painting. These two 
dimensions meet in the centre of this thesis inquiry – in the concept and form of a thematic 
research collection.  
 
As a practice-based fulfilment of the thesis, this study was carried out with the best practice 
approach in mind and based on the findings discussed in the first and second chapter. The 
two dimensions, art-historical and digital humanities, not only intersect in the writing, but 
also in the form of the resource itself. Therefore, this thematic research collection was 
created for the purpose of this thesis, but also as a result of it.  
 
This chapter reflects on the application of the recommendations based on the study of art 
historical TRCs and the London Charter discussed in chapter 3 of this thesis. It also 
describes in detail the approaches taken throughout and discusses the decision-making 
process and challenges, particularly in terms of digital technologies and software 
limitations. Where relevant, a screenshot of the actual web page is provided for the 
reference, together with a permanent URL. 
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7.1. Platform 
 
The web-publishing software Omeka was chosen for the project as the most suitable 
software for the needs of the thematic research collection built for the purpose of this study. 
The software was installed, and is being hosted since, on Trinity College Dublin server 
(http://dh.tcd.ie/karolinabadzphd/) with the following system specifications: 206 
 

System 

Omeka 2.4.1 

PHP 5.3.3 (apache2handler) 

OS Linux 2.6.32-642.4.2.el6.x86_64 x86_64 

MySQL Server 5.1.73 

MySQL Client 5.1.73 

Apache Apache/2.2.15 (Scientific Linux) 

 

Table 11. System information for the site 
http://dh.tcd.ie/karolinabadzphd/ 

 
 
In order to add desired functionalities to the site, additional thirty-two plugins were 
installed (a full list of plugins, their versions and functions is compiled in Appendix IV). 
 
As mentioned above, the site for the case study was created using Omeka. The particular 
components of this art-historical digital resource are listed below reflecting the structure 
and content of the website (the indent of the text indicates the text used on the website 
itself). Each section also contains a link to the corresponding page or pages of the resource. 
 
 

ABOUT 
 
URL: http://dh.tcd.ie/karolinabadzphd/about 
 
The ‘About’ section includes a short paragraph describing the objectives of the thematic 
research collection (Figure 93): 
 

                                                
206 ‘Home | Research IT : Trinity College Dublin’ <http://www.tchpc.tcd.ie/> [accessed 11 October 2016] 
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This thematic research collection is a case study of Karolina Badzmierowska’s PhD thesis 
submitted for the degree of Doctor of Philosophy at University of Dublin, Trinity College in 
November 2016. The research was undertaken the Structured PhD Programme in Digital 
Arts at the Department of History of Art and Architecture in Trinity College Dublin between 
2012-2016. The thesis is entitled: ‘Art-Historical Thematic Research Collections: from 
theory to practice’, and it is interdisciplinary by nature as it combines art-historical and 
digital humanities research, tools and methods. As a practice-based component of the 
thesis, this resource was created in juxtaposition with the research undertaken on art-
historical digital collections and reflects its findings throughout the website’s structure, 
content and functionality.  
 
The theme of this resource is a collection of paintings of the interior of the Oude Kerk in 
Delft. The paintings belong to the genre of architectural paintings that flourished in the 
Dutch Republic around the middle of the 17th century. The collection consists of eighty-four 
paintings by seven different artists. The aim of this project is to challenge the common 
hypothesis that the perspective, and what follows, the proportions and composition of the 
paintings were distorted. The presence of distortions is undeniable, although, there is a lack 
of comprehensive and detailed examination of all the known paintings of the Oude Kerk in 
Delft, particularly in the context of such deliberate treatments. The common hypothesis is 
that the distortions were used in order to make the interior appear more spacious and 
monumental than it actually was. Fortunately, the church still exists and despite minor 
restorative works, its architectural fabric is still in situ. This led to an opportunity revisit the 
actual site and obtain the most accurate representation of the interior through laser 
scanning method. That combined with examination of all the paintings using new research 
methods allowed to challenge the hypothesis and ask new questions, such as: What can we 
learn from the collection as a whole? What can we tell about the distortions using new 
methods in their analysis? To what extent are the distortions deliberate or accidental? What 
is the potential for a further study of the genre? Answering these questions in combination 
with the process of building the thematic research collection to facilitate it, this practice-led 
study makes an original contribution to the wider knowledge of the genre of church interior 
paintings. Additionally, as an unprecedented working collection on the theme, it creates a 
new digital research environment to use for further study of the Oude Kerk in Delft and 
paintings of other church interiors in the 17th century Dutch art.  
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Figure 93. Screenshot of the ‘About’ page  

http://dh.tcd.ie/karolinabadzphd/about 

 
 
 

CREDITS & ACKNOWLEDGMENTS  
 

URL: http://dh.tcd.ie/karolinabadzphd/credits--acknowledgements  
 
This page includes the following credits (Figure 94): 
 
Principal Investigator: Karolina Badzmierowska 
Research: Karolina Badzmierowska 
Principal Supervisor: Dr. Peter Cherry 
Co-Supervisor: Dr. Hugh Denard 
Site hosting and support: Paddy Doyle and Research IT (previously The Trinity Centre for 
High Performance Computing, TCHPC), Trinity College Dublin 
 
The Acknowledgments from this thesis are also included in its original format. 
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Figure 94. Screenshot of the ‘Credits & Acknowledgments’ page 
http://dh.tcd.ie/karolinabadzphd/credits--acknowledgements 
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CONTACT INFORMATION 
 

URL: http://dh.tcd.ie/karolinabadzphd/contact  
 
This page consists of basic contact information (Figure 95): 
 
Please email the Project's Principal Investigator Karolina Badzmierowska at 
karolina.badz@gmail.com 
 

 

Figure 95. Screenshot of the ‘Contact page’  
http://dh.tcd.ie/karolinabadzphd/contact 

 
 
 
 

COPYRIGHT & USE POLICY 
 

URL: http://dh.tcd.ie/karolinabadzphd/copyright--use-policy  
 
The following information is provided on the page ‘Copyright & Use Policy’ (Figure 96): 
 
This thematic research collection is open access, licensed under a Creative Commons 
Attribution-NonCommercial-ShareAlike 4.0 International License (CC BY-NC-SA 4.0).  
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The content of this resource may be used freely for research and educational purposes, as 
long as the author and the resource are credited. For more information about how to cite 
this resource see How to cite. 
 
 
 

IMAGES 
 
The images in this collection come from a wide variety of sources, including both the public 
domain and copyrighted images. All images in this collection are reproduced with the 
permission of the holding institutions and are expressly excluded from the CC-BY-NC-SA 
4.0 license covering the rest of this resource. No images may be copied, reproduced, 
transmitted, or manipulated in any form or by any means, whether digital or print, without 
the prior consent from the copyright owners, who reserve all rights.  
 
Where possible, links have been provided to the images that are available on other websites 
and may be found in fields Source and Publisher in each item’s metadata entry. In other 
cases, reference has been made to printed literature where the artwork has been illustrated.  
 
For further information on the use of images, or information regarding copyright, contact 
Karolina Badzmierowska (karolina.badz@gmail.com).  
 

 

Figure 96. Screenshot of the ‘Copyright & Use Policy’ page 
http://dh.tcd.ie/karolinabadzphd/copyright--use-policy  
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HOW TO USE THIS SITE 
 

URL: http://dh.tcd.ie/karolinabadzphd/how-to-use-this-site 
 
The section ‘How to use this site’ contains instructions regard the browse and search options 
(Figure 97). 
 

 

Figure 97. Screenshot of the ‘How to use this site’ page 
http://dh.tcd.ie/karolinabadzphd/how-to-use-this-site 

 

 

 
 

HOW TO CITE  
 

URL: http://dh.tcd.ie/karolinabadzphd/how-to-cite  
 
This page includes exemplary citation for the resource and a guide how to cite the images 
within the collection (Figure 98). The content of this page will be updated upon the thesis 
completion and its publication online. 
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PROJECT 
 
To cite this thematic research collection as a whole please use the following format (with an 
updated date of access): 
 
Badzmierowska, Karolina, Architectural paintings: Oude Kerk in Delft (Trinity College 
Dublin, 2016), http://dh.tcd.ie/karolinabadzphd (accessed October 27, 2016) 
 
 
 

PAGES 
 

To cite a particular page of this thematic research collection please use the following format 
(with an updated date of access), that refers to the title of the page, e.g. ‘About’: 
 
Badzmierowska, Karolina, ‘About’ Architectural paintings: Oude Kerk in Delft (Trinity 
College Dublin, 2016), http://dh.tcd.ie/karolinabadzphd/about (accessed October 27, 
2016) 
 
 

IMAGES 
 
To cite a particular image from this thematic research collection please use the following 
format (with an updated date of access) that is provided for each individual item on its page, 
e.g.: 
 
Vliet, Hendrik Cornelisz. van (Dutch painter, ca. 1611-1675), “View from the northern aisle 
of the Oude Kerk in Delft towards East,” Architectural paintings: Oude Kerk in Delft, 
accessed October 27, 2016, http://dh.tcd.ie/karolinabadzphd/items/show/98. 
 
For further information on the use of the resource and citations contact Karolina 
Badzmierowska (karolina.badz@gmail.com).  
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Figure 98. Screenshot of the ‘How to cite’ page 
http://dh.tcd.ie/karolinabadzphd/how-to-cite 

 
 
 
 

DIGITAL PRESERVATION 
 
This page will be added after the graduation of the author when the relevant information 
about its deposit arrangements and digital preservation will be clarified. 
 
 
 
 

USER EVALUATION TOOL (ENABLING USER FEEDBACK) 
 
The site contains contact information for any generic enquiries and feedback about the 
project. A Comment function is provided for every individual item (image) in the collection, 
allowing for public commentary upon submitting using the Submit form (Figure 99) and 
further admin moderation. When approved, the comment(s) will be displayed in a thread 
on the page for which they refer. 
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Figure 99. Comments Submit form on an item page (screenshot) 

 
 
 
 

USER FORUM (ENABLING USER QUERIES / SCHOLARLY DISCUSSION) 
 
A forum or Q&A section will be added to the site after the resource is made publicly 
accessible. This step will also involve contacting relevant scholars and institutions and 
inviting to take part in the discussion. 
 
 
 
 
 
 
 

FUNDING 
 

URL: http://dh.tcd.ie/karolinabadzphd/funding  
 
This page incudes information about the funding of the project (Figure 100). 
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The PhD research was funded by: 
2012-2013 - Karolina Badzmierowska 
2013-2016 - Postgraduate Research Studentship, Trinity College Dublin 
 
The Laser scanning project carried out in June 2016 was possible thanks to the following 
awards and financial support: 
Thomas Dammann Junior Memorial Trust  
Postgraduate Travel Grant, Trinity College Dublin 
Department of History of Art and Architecture, Trinity College Dublin  
 
 

 

Figure 100. Screenshot of the ‘Funding’ page  
http://dh.tcd.ie/karolinabadzphd/funding 

 
 
 

 
TECHNICAL INFORMATION 

 
URL: http://dh.tcd.ie/karolinabadzphd/technical-information  
 
This page includes the information from the section 7.2. of this chapter outlining the 
technical specifications of the platform used (Figure 101).   
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Figure 101. Screenshot of the ‘Technical information’ page  

http://dh.tcd.ie/karolinabadzphd/technical-information 
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7.2. Online collection 
 

 
COLLECTIONS 

 
URL: http://dh.tcd.ie/karolinabadzphd/collections  
 
This resource is based on a collection of eighty-four architectural paintings of the Oude Kerk 
in Delft, however the research resulted in creation of additional visual material that has also 
been included. The page ‘Collections’ consists of a short overview and links to the main and 
sub-collections. They consequently contain excerpts from chapter six of this thesis.  
 
This thematic research collection evolves around its main, core collection of paintings 
representing the interior of the Old Church Oude Kerk in Delft and it consists of 84 artworks 
identified to date. These works have never been displayed altogether in a physical space, for 
obvious reasons, neither in print nor in a digital capacity. Assembling all the paintings in 
one location was a starting point for the research presented here, which employed a variety 
of digital tools and methods to analyse the collection in the context of the theme that is the 
Oude Kerk in Delft, its physical architectural structure and painted representations. As a 
working collection, this resource also includes two sub-collections that were produced for 
the research and as a result of it (Figure 102). 
 

PAINTINGS 
 
The 84 paintings come from the collections in Europe and the Unites States (no paintings 
were identified from outside of these regions), including museums, galleries and private 
collections. Most of the artworks were identified through the research on the topic, 
including mentions and illustrations in printed and online publications, such as books, 
articles and auction catalogues. Their digital reproductions were obtained directly from the 
online collections of the institutions where possible, or other websites. The name of the 
collection and the source of the images, together with a copyright note are included in each 
artwork’s record. The Google Images search, particularly its function to search ‘visually 
similar images’, was also used to identify any relevant digital images that have not been 
found using the methods mentioned above. 
 
The scope of the collection here is set as eighty-four, but it is not definite. As is in the case 
of other genres, it is not possible to give an exact number of paintings that were produced 
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at the time or that have survived to this day. Additionally, a large proportion of the paintings 
analysed, thirty-eight out of eighty four, are in private collections. This is a hugely 
problematic factor as the access to the artworks, or even detailed information about them, 
is very limited. Occasionally high-quality digital reproductions and additional information 
are to be found elsewhere, mostly on auction houses’ websites. The situation with 
institutional collections, e.g. museums, seems to be more accommodating, although it 
struggles with other issues, such as extremely inconsistent ways of dealing with copyright, 
licensing and fees. For the purpose of this research all of the eighty-four paintings are 
digitally reproduced in the collection, however the type of licences and permissions they 
include vary significantly. 
 
 

LINEAR PERSPECTIVE STUDIES 
 
This collection is a result of the analysis of the use of linear perspective by the artists, which 
proved to be the case, but of diverse precision among them. The study was carried out for 
all the eighty-fours paintings using a digital image and superimposed perspective lines 
added in Inkscape. 
 
 

VIEWSHEDS 
 
This collection is also a result of a two-dimensional analysis of the paintings and focused on 
the approximate vantage points used by the artists. The eighty-four images were generated 
using the principles of viewshed analysis applied in each painting and recorded digitally 
using a scalable vector graphics (SVG) format. Each viewshed layer was created individually 
based on the visual analysis of the paintings. The results provided a clear picture of the 
variety of the views chosen by the artists, which where categorized into fifteen different 
types.  
 
 
 
 



 
 

197 

 

Figure 102. Screenshot of the ‘Collections’ page 

http://dh.tcd.ie/karolinabadzphd/collections 

 
 
 
 

BROWSE COLLECTIONS 
 

URL: http://dh.tcd.ie/karolinabadzphd/collections/browse  
 
The resource allows for individual browsing the three collections: Paintings, Linear 
Perspective Studies and Viewsheds (Figure 103).  
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Figure 103. Screenshot of the ‘Browse Collections’ page  

http://dh.tcd.ie/karolinabadzphd/collections/browse 

 
 
 

SEARCH THE COLLECTION 
 

URL: http://dh.tcd.ie/karolinabadzphd/items/search  
 
The Omeka supports a number of ways to search the site, its collections and items. Firstly, 
the ‘Search’ bar is placed in the sidebar on the left, which allows for the instant search of the 
site regardless of the page being displayed (Figure 104). Secondly, the icon displaying three 
dots on the Search bar, when hovered over, opens a drop down menu that allows for a more 
specific selection of the search options, such as search using Keyword, Boolean or Exact 
Match and search of one to three record types such as Items, Files and Collections (Figure 
105). Thirdly, there is an option to perform Advanced Search, which link to is displayed on 
the drop down menu mentioned above. When clicked, a new pages opens with a number of 
fields for a more specific search that allows to Narrow by Specific Fields, Search by a range 
of ID#s as well as search by Tags, Collection, User and so on (Figure 106).  
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Figure 104. Screenshot of the sidebar and the ‘Search’ tab at the bottom. 
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Figure 105. Screenshot of the sidebar, the ‘Search’ tab at the bottom and additional search 
options 

 

 

Figure 106. Screenshot of the ‘Advanced Search (Search Items)’ page  

http://dh.tcd.ie/karolinabadzphd/items/search 
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DOWNLOAD / EXPORT / SAVE AS 
EXPORT DATA (i.e. METADATA, LIST OF ITEMS) 

 
 
The option to download the entire collection’s metadata will be enabled prior the 
publication of the resource to ensure its accuracy. It is envisaged that the metadata of all of 
the eighty-four paintings will be available to download in the formats supported by Omeka, 
i.e.  atom, dc-rdf, dcmes-xml, json, omeka-json, omeka-xml, rss2 and additionally 
generated table structured format, e.g. spreadsheet (.xlsx) or a comma-separated values 
(.csv) in order to address different needs of the users. 
 
 

 

ABOUT / DESCRIPTIONS OF THE COLLECTION(S) 
 
This information will be included on the page ‘Collections’ discussed above 
(http://dh.tcd.ie/karolinabadzphd/collections). 
 
 

 

COPYRIGHT INFORMATION 
 
See section 4.4: COPYRIGHT & USE POLICY 
(http://dh.tcd.ie/karolinabadzphd/copyright--use-policy)  
 
 
 

SOURCE(S) INFORMATION 
 
This information will be included on the page ‘Collections’ discussed above 
(http://dh.tcd.ie/karolinabadzphd/collections). 
 
 
 

CREATOR(S) OF THE ITEMS IN THE COLLECTION 
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This information will be included on the page ‘Collections’ discussed above 
(http://dh.tcd.ie/karolinabadzphd/collections). 
 
 
 

HOW TO CITE THE COLLECTION 
 
See section 4.4: HOW TO CITE (http://dh.tcd.ie/karolinabadzphd/how-to-cite)  
 
 
 

PERMALINKS (INDIVIDUAL PERMANENT URLS/LINKS) TO INDIVIDUAL 
PAGES / RESOURCES 

 
The permalinks are used throughout the resource, including the collections. 
 
 
 

BIBLIOGRAPHY 
 

URL: http://dh.tcd.ie/karolinabadzphd/bibliography 
 
This page will include all the publications on the topic of church interior paintings that have 
been discussed in this study and are listed in the bibliography of this thesis. 
 
 
 

STATUS (E.G. COMPLETE, WORK IN PROGRESS, SELECTION, ETC.) 
 
The information about the status of the collections and its limitations is included on the 
page ‘Collections’ (http://dh.tcd.ie/karolinabadzphd/collections)  
 
 
 

HOW TO SEARCH THE COLLECTION 
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Instructions how to search the collection and items using Keyword, Boolean or Exact Match 
options is included on the page ‘How to use this site’ 
(http://dh.tcd.ie/karolinabadzphd/how-to-use-this-site)  
 
 
 

SCHOLARLY DISCUSSION 
 
Each collection as a whole accommodates the scholarly discussion through ‘Comment’ form. 
As mentioned previously, the forum will be another option for such discussion after the 
thesis completion.   
 
 

 
SCOPE, NUMBER OF ITEMS IN THE COLLECTION 

 
The information about the scope of the collections is included on the page ‘Collections’. 
(http://dh.tcd.ie/karolinabadzphd/collections) 
 
 
 

SITE MAP 
 
The site map shows the list of pages on the site, organised in a hierarchical tree.  
(http://dh.tcd.ie/karolinabadzphd/site-map)  
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7.3. Paintings 
 
 

ARTWORK INFORMATION 
 
The information about the paintings in this study is displayed in a format of metadata fields 
based on Dublin Core standard (Figure 107). For the purpose of this study and its 
limitations, only the most elementary information is provided for each item. However, it is 
planned to extend the collection and add more descriptive information, e.g. stylistic and 
iconographical analysis. 
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Figure 107. Screenshot of a page with artwork information   

http://dh.tcd.ie/karolinabadzphd/items/show/98 
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HIGH-RESOLUTION IMAGE 
 
As mentioned already, the quality of images varies within the collection due to different 
sizes and formats obtained in the research process. Although some of the paintings have 
multiple digital reproductions online, only the best quality image for each item was 
included. The images are in a JPEG format, RGB colour mode and of a size under 8MB. 
These specifications were dictated by the capabilities of the Omeka platform.  
 
 
 

DOWNLOAD / EXPORT / SAVE AS 
 
The download of images has been disabled in order to respect the agreements made with 
the art collections that provided permission to use their images for the purpose of this 
research. Regardless of the copyright status, each image has a link reference to the original 
source, thus the users can obtain or request the images from the owners directly following 
the link. Any items that were created for the purpose of this study, e.g. viewsheds, 
visualisations, can be downloaded and used under the Creative Commons Licence as 
specified on the page ‘Copyright’.  
 
 
 

ARTIST INFORMATION 
 
To retain consistency in the metadata field ‘creator’, which here corresponds to the artist, a 
structured vocabulary, the RKD artists’ database was used. This database was developed by 
RKD (Netherlands Institute for Art History) and as “the world’s leading information centre 
and central source for the study of Dutch art” it also provided more subject-specific 
information.207  
 
In most cases the name of the artist is known and documented, although there is a small 
number of unconfirmed attributions across the database. In order to reflect that accordingly 
to the most recent and relevant publications and catalogues, the attribution in question is 

                                                
207 ‘Latest News — RKDEnglish’ <http://english.rkd.nl/Latest%20News> [accessed 8 December 2015]. 
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recorded in the ‘creator’ field and will be updated if the status of attribution changes in 
future.  
 
 
 

MEDIUM / TECHNIQUE 
 
In order to preserve the original metadata of the objects, this field refers to the source 
information. All the paintings in the collection are oil on either canvas or wood panel.  
 

 

 
TITLE 

 
All the paintings in the current database are of the interior of Oude Kerk in Delft, however 
the titles of the paintings vary across their holding collections and publications. This 
inconsistency could be caused by translations made in the past from the original titles in 
Dutch as well as shortening to only ‘church interior’, ‘Interior Oude Kerk’ as opposed to full 
titles, sometimes overly detailed. The titles used in this database come from the holding 
collections themselves, or from the most recent and established sources. As the metadata 
element for the title can be repeatable, where given, alternative titles in other languages 
were provided. 
 
 
 

DIMENSIONS / SIZE 
 
The dimensions of the paintings are given in both, Imperial and Metric system using 
decimal numbers. The size relates to a painting without frame, which is the most commonly 
used dimension used. 
 
 
 
 
 

LOCATION 
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All paintings in the collection represent the same church interior, thus the location is 
concurrent as: ‘Oude Kerk, Delft, the Netherlands’.  
 
 
 

CATALOGUE ENTRY (METADATA) FOR ITEMS 
 
The items in the collection are described using a standard metadata format: Dublin Core. 
This allows for all the artworks having a corresponding and structures record 
 
 
 

IDENTIFIER 
 
After a few attempts to organise the collection and prioritise different information about the 
items within the collection and the needs, it was decided to implement the following 
structure for the unique identifiers: delft-oudekerk-demanXXX (Table 12). This 
identification allows for implementation of the Uniform Resource Identifiers (URIs), which 
is responsible for the resource’s access and network location, particularly online.208 
 
The further study and the context of the paintings of the Oude Kerk in Delft will require 
reference and inclusion of paintings of other churches and in different locations, thus it was 
crucial to incorporate this information in the identifier and name. The third part of the name 
includes the artist’s surname, which in this case also includes qualified attributions. 
Although it would add a value to the name to specify the attribution and differentiate 
between the artists themselves and their followers or circles, this information might change, 
i.e. attribution might be rejected / accepted. In this situation, there will be no need to change 
the identifier, but reflect the information change in the metadata, which will be the most 
exposed information and will be updated if needed. The last element is the number, which 
is used here only as a counter and not to correspond to any numerical information linked to 
the item.  
 
 

1 2 3 4 5* 

                                                
208 For more information about URUs see: ‘URIs, URLs, and URNs: Clarifications and Recommendations 1.0’ <https://www.w3.org/TR/uri-clarification/> 
[accessed 29 November 2016]. 
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delft oudekerk  deman XXX fXXXy 

delft = Delft; 
the location of 
the church 
painted  

oudekerk = 
Oude Kerk, the 
name of the 
church 

deman = de 
Man, artist’s 
surname  

001 = number 
(numbering restarts 
for each artist)  

f001a =  file 
number (further 
pagination 
optional) 

 

Table 12. Structure of the identfiers created for the images in the collection. 

 
 
The main purpose of the identifier is to give a unique name for each painting in the 
collection database, which will correspond to the file name of the main digital image 
reproduction of the painting. As there are a number of files that link to each item, e.g. view-
sheds, additional images, archival documents, articles, and others that will consequently 
populate the database, it is important to include the identifier across the files regardless of 
file formats.  
 
 

COPYRIGHT INFORMATION 
 
The copyright information is provided for every item in the collection. In the case of 
paintings, this information was based on the agreement, permission or recommendation of 
the collection the artwork is from. Any exceptions or special arrangements are reflected in 
the information provided. 
 
 

PROVENANCE 
 
Although it was not possible to establish the full provenance record for each painting, this 
information is provided where accessible and it references the source of the information 
too. 
 
 

HOW TO CITE THE ITEM  
 
A recommended citation is given for every painting in the collection and follwos the same 
format, e.g.  
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Vliet, Hendrik Cornelisz. van (Dutch painter, ca. 1611-1675), “View from the northern aisle 
of the Oude Kerk in Delft towards East,” Architectural paintings: Oude Kerk in Delft, 
accessed October 28, 2016, http://dh.tcd.ie/karolinabadzphd/items/show/98. 
 
 
 

DESCRIPTION 
 
This information varies between the paintings, as there was a different level of data available 
from the sources. However, certain types of information are grouped into sections in the 
‘Description’ field, e.g. Exhibitions, Catalogue notes.  
 
 
 

SUBJECT 
 
One of the recommended vocabularies for subject’s terms is the Art and Architecture 
Thesaurus (ATT) from the Getty Research Institute.209 Although this source suggest a broad 
list of relevant subject terms here, from ‘churches (buildings)’ and ‘interior views’ to highly 
specific terms, such as: ‘church buildings by function’, ‘church buildings by location or 
context’, ‘interior perspectives’, ‘interior spaces’ and others. On the basis of such meticulous 
distinction of terms, and the lack of more universal term for this genre of church interior 
paintings, it was necessary to search for a more comprehensive solution. 
 
To identify what subject information is given to the paintings by the holding collections 
themselves, the online catalogue entries of thirteen paintings in museums and galleries 
were examined. The results were surprising, as only one institution, the Rijksmuseum lists 
the field ‘subject’ in its catalogue entry online for a church interior painting (Table 13).  
 
Following the Rijksmuseum’s subject field in this case: ‘interior of church’, and 
implementation of the classification system called Iconclass, which codes “are widely used 
as a classification system when providing access to works of art”, it was reasonable to use 

                                                
209 http://www.getty.edu/research/tools/vocabularies/aat/  
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this system for subject terms is used here.210 The Iconclass, is a classification system 
designed for art and iconography and it offers a highly organised and detailed vocabulary.211  
  

                                                
210 ‘Rijksmuseum OAI API instructions for use’ <https://www.rijksmuseum.nl/en/api/rijksmuseum-oai-api-instructions-for-use> [accessed 8 December 
2015]. 

‘Vocabularies | Digital Repository Ireland’ <http://dri.ie/vocabularies> [accessed 8 December 2015]. 

211 ‘What Is Iconclass? — Iconclass’ <http://www.iconclass.nl/about-iconclass/what-is-iconclass> [accessed 8 December 2015]. 
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Table 13. A comparison of thirteen institutions holding a church interior painting from this 
study’s collection and their use of the field ‘subject’ in catalogue entries online.  

Sites accessed 22 November 2015.  

 
 

SOURCE 
 

# Institution subject (s) link 

1. Rijksmuseum, Amsterdam interior of 
church 

http://hdl.handle.net/10934/RM0001.COLLECT.6583 

2. Art Institute Chicago none http://www.artic.edu/aic/collections/artwork/24674  

3. Glasgow Museums  none http://collections.glasgowmuseums.com/starobject.html?oid=
36453  

4. Louvre  none http://cartelen.louvre.fr/cartelen/visite?srv=car_not_frame&id
Notice=25746&langue=en  

5. Manchester Art Gallery none http://manchesterartgallery.org/collections/search/collection/?
id=1953.207  

6. Museu Nacional de Arte 
Antiga, Lisbon 

none http://www.matriznet.dgpc.pt/MatrizNet/Objectos/ObjectosCo
nsultar.aspx?IdReg=250997  

7. The Fitzwilliam Museum, 
University of Cambridge 

none http://webapps.fitzmuseum.cam.ac.uk/explorer/index.php?oi
d=2133  

8. Royal Museums of Fine Arts of 
Belgium, Brussels 

none http://www.fine-arts-museum.be/nl/de-collectie/emanuel-de-
witte-preek-in-de-oude-kerk-te-delft?string=kerk&page=2  

9. Mauritshuis none http://www.mauritshuis.nl/en/explore/the-
collection/artworks/interior-of-the-oude-kerk-in-delft-
203/detailgegevens/  

10. Staatliche Gemäldegalerie, 
Kassel 

none http://altemeister.museum-kassel.de/33975/  

11. Philadelphia Museum of Art none http://www.philamuseum.org/collections/permanent/104400.h
tml?mulR=1360470840|43  

12. National Gallery of Canada none http://www.gallery.ca/en/see/collections/artwork.php?mkey=1
20  

13. Metropolitan Museum of Art none http://www.metmuseum.org/collection/the-collection-
online/search/438490?=&imgno=0&tabname=object-
information  
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The field source refers to the collection the painting is currently in and includes a link to 
that record where possible.  
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7.4. 2D visualisations 
 
The 2D visualisations include viewpoints, viewsheds and linear perspective studies. The 
first one was created using a web-based application Thinklink and to assure the optimal 
functionality of the visualisation, it was embedded on a designated page using ‘embed’ 
option provided by Thinklink (Figure 108). By hovering over a green marking, a pop-up 
window appears with a thumbnail image of the corresponding painting, its record and a 
button ‘Read more’ that is linked to the item page of that painting.  
 

 

Figure 108. Screenshot of the ‘Viewpoints’ page  

http://dh.tcd.ie/karolinabadzphd/viewpoints 

 
The other two visualisations, the viewsheds and linear perspective studies are incorporated 
into the site as collections of images that correspond to the paintings they refer to. The first 
one can be accessed through the ‘Collections’ page as well as the ‘Exhibits’ page. The latter 
was additionally created to allow for a more structured viewing of the collection, e.g. by type 
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(Figure 109) or as an outline of all types combined (Figure 110). This layout allows for a 
better insight into the types discussed, options to move between the viewsheds, comparison 
and access of the individual images by clicking on the thumbnail.  
 

 

Figure 109. Screenshot of an Exhibit page with the ‘Viewshed type 2’ as an example  

http://dh.tcd.ie/karolinabadzphd/exhibits/show/viewsheds/viewshed-
type-2 

 

 

 

 
The linear perspective analysis is constructed as a collection parallel to the one of paintings 
and can be accesses through the ‘Collection’ page, as well as through the ‘Brose’ option 
(Figure 111).  
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Figure 110. Screenshot of an Exhibit page with the ‘All viewshed’ (detail)   

http://dh.tcd.ie/karolinabadzphd/exhibits/show/viewsheds/all-viewsheds 
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Figure 111. Screenshot of the ‘Linear perspective studies’ collection page (detail)   

(http://dh.tcd.ie/karolinabadzphd/collections/show/4) 
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7.5. 3D visualisations 
 
This page will eventually present a study on the paintings in this thematic research 
collection using 3D visualisations, which will develop in the next stages of the project and 
use the 3D laser scanning data acquired as a starting point (Figure 112). As a work-in-
progress, this project and an overview of the research potential in relation to this thesis’ 
case study were discussed in chapter 6.  
 
 

 

Figure 112. Screenshot of the page ‘3D visualisation’ 

http://dh.tcd.ie/karolinabadzphd/3d-visualisations  
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7.6. Summary 
 
This chapter described the approaches taken throughout the process of creating the 
thematic research collection on architectural paintings of the Oude Kerk in Delft. Its main 
objective was to reflect on the practical aspects of the resource following application of the 
best practice approaches as discussed in chapter 3. It provided an overview of the 
components implemented and it reflected on the decision-making process and challenges, 
particularly in terms of digital technologies and software limitations. Where relevant, 
screenshots were provided to illustrate these actions and to present the final stage of the 
resource for the purpose of this study. Therefore, this chapter can be considered as a form 
of project documentation, which will be revised and added to the site in future. 
 
From the beginning this TRC was intended to be a working collection, a platform for 
exploring the theme and disseminate the findings online. Although this was achieved as a 
result of this thesis, it is important to note that it is not a finished project, nor fully explored 
resource in terms of art-historical research. This links to the concept of TRC as a research 
workspace in a way and addresses one of the most challenging aspects of it – the longevity. 
As this research shows, the ‘afterlife’ of such collections, their approaches to digital 
preservation and capabilities in terms of future use and re-use are hugely problematic. This 
TRC naturally faces those challenges too, but with the intention to act as a work-in-progress 
initiative it might have a brighter future than many of the out-dated or ‘frozen in time’ 
digital resources. 
 
As stated before, this practice-based element of the thesis had two dimensions. The first 
included traditional art-historical research methodologies in order to investigate the theme 
and answer a number of research questions. The second, digital humanities dimension has 
been reflected in the digital technologies used throughout the process, from collating the 
collection to detailed analysis of each individual painting. These two dimensions certainly 
met in the centre of this thesis inquiry – in the concept and form of a thematic research 
collection. Furthermore, it contributed to art-historical research as well as scholarship, 
paving the way for, hopefully, more active and engaged art-historical community that will 
benefit from this thesis in future. 
 



 
 
220 

8. Conclusions 

 

8.1. Architectural paintings of the Oude Kerk  
 
The case study of this thesis that focused on architectural paintings of the Oude Kerk in 
Delft was undertaken for three main reasons. Firstly, to fulfil the requirements of the PhD 
structured programme in Digital Arts and Humanities, in terms of the digital and practice-
based component incorporated in the thesis and in the new approach to traditional research 
methods in the discipline of the history of art in this case.212 Secondly, to demonstrate a 
practical use of the recommendations for creating thematic research collections that are at 
the core of this thesis. This approach allowed for a direct implementation of the findings of 
the thesis, which also provided an invaluable learning experience throughout the research 
process. Thirdly, to investigate the architectural paintings of the Oude Kerk in Delft as a 
continuation of the author’s art-historical research.  
 
The combination of the approaches outlined above produced an innovative study of the 
subject and addressed the lack of recent studies on the topic of architectural paintings of 
church interiors in seventeenth-century Dutch art. It focused on one example, the Oude 
Kerk in Delft. However, it envisages expanding in future in order to investigate new cases 
using the same methodology. It is the first time such a large collection of paintings of only 
one church has been brought together and analysed. This was possible due to digital 
technologies, which allowed for application of new methodologies and revision of research 
findings to date. The use of two-dimensional analysis techniques, such as linear perspective 
studies, viewpoint and viewshed analyses, as well as the laser scanning technologies, 
allowed for a new approach to the research on the relationship between the painted interior 
and the actual space of the Oude Kerk in Delft, and its application in research on the genre 
in general. This study produced new research that significantly contributes to knowledge of 
the Dutch architectural paintings and acts as a starting point for further research of such a 
genre in Western Art and its iconographic and symbolic connections.  
 
This body of work is the first attempt to assembly all known paintings of a single church 
interior and analyse this collection as a whole and one pictorial representation back in the 
seventeenth-century. To some extend the paintings can act as an archival documentation of 
the interior of the church at the time, however not ‘realistic’ one dictated by accurate 

                                                
212 ‘Digital Arts and Humanities PhD’ <http://dahphd.ie/> [accessed 29 November 2016]. 
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measurements and objective observations. Instead, the interior we are presented with is a 
projection of the space through an artistic lens of Dutch art, culture and aesthetics of the 
Golden Age. The genre the paintings belong to was the next step after the ‘imaginary views’ 
of illusion merged with imagined architectural elements and decorative accents. The church 
interior paintings of the Oude Kerk, and the genre itself, was an attempt to give those 
‘imaginary views’ a realistic setting and look, also using illusionistic elements, but this time 
carefully calculated and composed. The 2D and 3D analysis allowed for a comprehensive 
investigation of the collection as a whole, which would not be possible in a physical setting. 
 
This type of research, where digital technologies are used as a method required a different 
kind of dissemination to the conventional printed publications. Therefore, a thematic 
research collection was created to accommodate this requirement. It includes the art-
historical research undertaken in this project in the form of text, but most importantly also 
in the form of digital surrogates, such as reproductions of the paintings and the results of 
two- and three-dimensional methods used in the research. A thematic research collection 
allowed for the best form of dissemination of the research undertaken. Furthermore, it 
enables further research outputs and makes possible the expanding of the resource in future 
possible.  
 
In order to facilitate the practice-based fulfilment of this thesis in the form of a thematic 
research collection, this case study was carried out with best practice approach in mind. The 
structure of this digital resource was dictated by the findings presented in this thesis on art-
historical thematic research collections. The new research questions that arose throughout 
the process and as a result of applying new, computer-based methods, fulfil one of the most 
important roles of TRCs as open-ended resources that foster further research and facilitate 
its dissemination online. As much as this case study contributed to existing knowledge and 
understanding of the genre, it certainly paved the road for new discoveries. It has 
demonstrated the practicality of the recommendations proposed and allows for the most 
illustrative application of the findings of this thesis. 
 
 
 
 
 
  

8.2. Thematic Research collections 
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It is inevitable that the role of thematic research collections in the history of art will grow. 
What we have encountered in the past two decades, are the very first days of digital 
technologies making their way into art-historical scholarship. The examples analysed in this 
study reflect those early stages, where there was no consensus to what digital resources of 
this kind were or should be. Although we are still far from achieving such consensus, this 
thesis substantially contributes to its development. For the first time art-historical research 
collections are examined in order to identify the opportunities, challenges and issues that 
they bring, and which create a starting point in the process of establishing the consent on 
best practice for the discipline of history of art. 
 
This study identifies that there is ‘a history’ of art-historical thematic research collections. 
It includes the first attempts to utilize the Internet for theme-based research initiatives from 
the 1990s, the first coherent projects of the 2000s and the most advanced examples 
embracing Web 2.0 from the 2010s. Although this is a history that can be traced, it is not 
consistent and does not define the developments of art-historical TRCs in a coherent way. 
One of the reasons for such situation is the lack of leadership and guidance that would not 
only pave the road for those developments, but also oversee them and guide in the right 
directions. Another pitfall is the terminology that did not, and still does not define clearly 
enough the resources. Each of the resources is somewhat an individual endeavour that is 
called a digital collection, an electronic resource, an online archive and many other things 
except for a thematic research collection in most cases. This certainly contributed to the 
separation of the efforts, practices and results from the start.  
 
This thesis explored art-historical thematic research collections, their theoretical 
background that originated in digital humanities and the practice that is interwoven into 
art-historical scholarship. A cross-disciplinary modus operandi allowed for this study to 
contribute to knowledge in a number of areas: art-historical (digital) scholarship, thematic 
research collections, digital resources, as well as the genre of church interior paintings in 
the seventeenth-century Dutch art. The methodology of this project was therefore complex, 
combining traditional art-historical scholarship with new concepts of humanities going 
digital in both theory and practice. The main research question of this thesis asked: to what 
extent the theory related to best practice and standards implemented in creating such 
resources was reflected in practice? There is no short answer to this question, but the 
findings of this study, for the first time offer a significant insight into an answer, or rather a 
range of answers. The analysis of art-historical research collections undertaken in this body 
of work presents a bigger picture of the subject matter, addresses the main challenges 
encountered in the past, but also carried into the future. Furthermore, the findings that have 
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developed from an analysis of the theoretical foundations originated in digital humanities, 
but will, hopefully, enter art-historical scholarship in future. 
 
The set of recommendations proposed in this thesis has three main objectives. Firstly, to 
address best practice, as well as the problems and challenges found in art-historical 
thematic collections to date. Secondly, to address the approaches to such resources among 
art historians, as well as their needs and understanding of particular elements of TRCs. This 
was also manifested in the overall character of this study undertaken by an art historian, for 
art historians and with art historians in mind. Thirdly, to apply these recommendations in 
a practice-based component of this thesis, a thematic research collection on architectural 
paintings of the Oude Kerk in Delft was created to demonstrate their accessibility in 
practice.  
 
The advancements in digital technologies in regard to art-historical research are promising, 
although, it is in the hands of art historians to incorporate their offerings and capabilities 
in the scholarship. The concept of thematic research collections is only one of the avenues 
the discipline should take more seriously to embrace digital technologies and the 
opportunities that the online environment brings. This form of scholarship can help art 
historians to establish their position more firmly on the digital humanities world, to 
disseminate their research in new, exciting and widely accessible forms, and to evaluate the 
conventional methods in the digital realm, as well as creating new methods that fully utilize 
digital technologies. Furthermore, TRCs allow for more engaged form of research, not only 
in terms of collaborations and interdisciplinary approaches, but also in regard to the wider 
audience, whose appetite for exploring art history online grows in tandem with what we, the 
art historians produce. 
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8.3. Digital scholarship and future 
 
This thesis is a result of research undertaken in the Department of History of Art and 
Architecture at Trinity College Dublin within the structured PhD Programme in Digital Arts 
and Humanities. Therefore, this body of work combines art-historical and digital 
humanities research methodologies, which are reflected in the form of this thesis that 
consists of written dissertation and a digital thematic research collection. Digital 
scholarship, both in theory and practice is at the core of this thesis. On many fronts it meets 
the agenda of the Digital Arts and Humanities PhD programme, which through exploring 
digital tools and methodologies, their concepts and usability, should enable students to 
develop the following:213 
 
Requisite textual, visual and aural literacy across digital environments, media and domains. 
Skills required to model digital information and contribute pioneering perspectives in arts 
and humanities scholarship. 
A critical understanding of the state and implications of technology-mediated knowledge in 
the arts and humanities. 
Innovative interdisciplinary digital arts and humanities collaborations on local, national 
and international levels in academic, public and commercial sphere. 
 
The skills and research capabilities listed above are at the forefront of digital scholarship, 
although their actual implementation in the scholarship and teaching programmes in 
academia are limited. The growing position of digital humanities is certainly helping to 
improve this situation, although it is important that digital scholarship is not, and should 
not be, reserved for researchers undertaking digital humanities programmes, which are 
scarce to say the least. Therefore, the advances of digital technologies, their applications, 
impact and the opportunities they create, should be addressed across the humanities and 
implemented accordingly.  
 
The history of art and architecture is a very specific discipline as visual sources are at the 
core of its research enquiry. The importance of such sources in art-historical scholarship is 
self-evident. At the same time, we are facing one of the most significant revolutions in terms 
of interaction with visual sources that is happening online. The World Wide Web, 
particularly the Web 2.0, gave the ability to share immense numbers of digital images online 
to all Internet users. In 2014 alone for example, people uploaded 657 billion photos, that is 

                                                
213 Ibid. 
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an average of 1.8 billion digital images a day.214 Although these statistics do not have a direct 
implication in art-historical scholarship, it is important to acknowledge and understand the 
role of digital images nowadays, and images in general, and consider how does art-historical 
research embrace this ‘visual revolution’, or lose out. It is not about the quantity as such 
that art historians need to consider, but the quality, access and most importantly the impact 
of digital images in the context of this situation. Similarly to analogue photography that 
revolutionised art-historical scholarship in the past, digital photography in tandem with its 
mass dissemination online should not be overlooked in future.  
 
Digital images, as argued above, are of exceptional importance as a medium of 
dissemination of imagery. However, they do not, nor should be equivalent to digital 
scholarship. They bring endless opportunities, although need to be processed using 
scholarly methodologies in order to make valid contributions to the history of art and 
history discipline. A thematic research collection is one of the concepts that can utilise 
digital images and other sources in a meaningful way in order to become an imperative in 
digital scholarship. Uploading images online is not an achievement on its own in the context 
of 1.8 billion digital images uploaded online every day, but uploading images that are the 
result of and underline scholarly contribution certainly is.  
 
The opportunities that digital technologies bring to the field of art history are promising, 
and have enabled a number of profound contributions to the discipline of the history of art. 
Among the art-historical thematic research collections analysed for the purpose of this 
research, some embrace the new technologies to a great extent, while some barely go beyond 
the ‘uploading images’ online process. The approach of these resources varies enormously 
in terms of digital scholarship, which reflects, as argued in this thesis, the lack of leadership, 
guidance and the application of the best practice. Of course, the subject of thematic research 
collections is only a fraction of the overall spectrum of digital scholarship approaches in the 
history of art. However, it links on many fronts to a large number of issues and challenges 
in terms of digital technologies and research, such as visual literacy, research dissemination, 
research methodology and so on. Although the limitations of this thesis do not allow a full 
explore the implications of digital scholarship in the history of art to date and in the future, 
it aims to make a significant contribution to this field, both in theory and in practice. 
 

                                                
214 Rose Eveleth, ‘How Many Photographs of You Are Out There In the World? - The Atlantic’, The Atlantic, 2015 
<http://www.theatlantic.com/technology/archive/2015/11/how-many-photographs-of-you-are-out-there-in-the-world/413389/> [accessed 24 November 
2016]. See full KPCB Internet Trends 2016 report: http://www.kpcb.com/blog/2016-internet-trends-report  
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Appendix I  
 
Art-historical thematic research collections 
 
 
ID Title Link Term used 

TRC01 Aberdeen Bestiary http://www.abdn.ac.uk/bestia
ry/intro.hti 

project 

TRC02 Alex.A https://alexandriastoneware.
wordpress.com/ 

digital exhibit 

TRC03 Ara Pacis Augustae http://cdm.reed.edu/ara-
pacis/ 

website 

TRC04 Bayeux Tapestry Digital Edition http://www.sd-
editions.com/bayeux/zoom/#/
background%3DIntroduction
%26part%3D1  

digital edition 

TRC05 Blue Mountain Project http://bluemountain.princeton
.edu/ 

digital thematic 
research 
collection 

TRC06 Bosch Research and Conservation 
Project 

http://boschproject.org/ research and 
conservation 
project 

TRC07 Brueghel Family: Jan Brueghel the 
Elder 

http://www.janbrueghel.net/ website 

TRC08 Celtic Art & Cultures http://www.unc.edu/celtic/ind
ex.html 

project 

TRC09 Chartres: Cathedral of Notre-Dame http://digital.library.pitt.edu/c/
chartres/ 

website 

TRC10 Closer to Van Eyck: Rediscovering 
the Ghent Altarpiece  

http://closertovaneyck.kikirpa
.be/  

website 

TRC11 Codex Gigas http://www.kb.se/codex-
gigas/eng/ 

site 

TRC12 Collection in Context: The Hispanic 
Society of America 

http://learn.columbia.edu/his
panic/ 

digital monograph 

TRC13 Corpus of Medieval Narrative Art http://www.medievalart.org.u
k/ 

website 

TRC14 Corpus of Romanesque Sculpture in 
Britain and Ireland 

http://www.crsbi.ac.uk/  online record 

TRC15 Cranach Digital Archive http://www.lucascranach.org/ digital archive 
TRC16 Digital Abbey Theatre http://blog.oldabbeytheatre.n

et/  
digital 
reconstruction; 
web-log 

TRC17 Digital Archive of American 
Architecture 

http://www.bc.edu/bc_org/av
p/cas/fnart/fa267/default.html 

digital archive 

TRC18 Digital Archive of European 
Architecture 

http://www.bc.edu/bc_org/av
p/cas/fnart/arch/ 

digital archive 

TRC19 Digital Hadrian's Villa Project http://vwhl.clas.virginia.edu/vi
lla/ 

project 

TRC20 Digital Karnak Project http://dlib.etc.ucla.edu/projec
ts/Karnak/ 

project 

TRC21 Digital Michelangelo Project http://graphics.stanford.edu/p
rojects/mich/ 

digital archive 

TRC22 Digital Montagny digitalmontagny.inha.fr digital critical 
edition 
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TRC23 Digital Scriptorium http://vm136.lib.berkeley.edu
/BANC/digitalscriptorium/ 

database 

TRC24 Digital Sculpture Project http://digitalsculpture.org/ project 
TRC25 Emblem Project Utrecht http://emblems.let.uu.nl/ project 
TRC26 English Broadside Ballad Archive http://ebba.english.ucsb.edu/ archive 
TRC27 Essential Vermeer http://www.essentialvermeer.

com/  
website 

TRC28 George Mason Plaster Cast 
Collection 

http://plastercast.chnm.org/ digital catalogue 

TRC29 Gloine - Stained glass in the Church 
of Ireland 

http://www.gloine.ie/  database 

TRC30 Gothic Ivories Project http://www.gothicivories.cour
tauld.ac.uk/  

online database 

TRC31 Gothic Past http://www.gothicpast.com/ visual archive 
TRC32 Hachiman Digital Handscrolls http://kjc-sv013.kjc.uni-

heidelberg.de/hachiman/#O4
4115/ 

project 

TRC33 History of the Accademia di San 
Luca, c. 1590–1635: Documents from 
the Archivio di Stato di Roma 

http://www.nga.gov/casva/ac
cademia/index.shtm 

project 

TRC34 Imaging the Bible in Wales Project http://imagingthebible.llgc.or
g.uk/ 

database 

TRC35 Imaging the French Revolution http://chnm.gmu.edu/revoluti
on/imaging/home.html 

website 

TRC36 World of Dante http://www.worldofdante.org/  digital 
environment 

TRC37 Lascaux http://www.lascaux.culture.fr/ website 
TRC38 Leonardo da Vinci and His Treatise 

on Painting 
http://www.treatiseonpainting
.org/ 

digital archive 

TRC39 Manuscripts of Lichfield Cathedral https://lichfield.as.uky.edu/ project 
TRC40 Mapping Gothic France http://mappinggothic.org/ project 
TRC41 Mapping Tititan http://www.mappingtitian.org/ site 
TRC42 Marcel Breuer Digital Archive http://breuer.syr.edu/  digital archive 
TRC43 Treasures of Heaven http://learn.columbia.edu/trea

suresofheaven/ 
digital monograph 

TRC44 Medieval Stained Glass in Great 
Britain 

http://www.cvma.ac.uk/ picture archive 

TRC45 Medieval Stained Glass 
Photographic Archive 

http://www.therosewindow.co
m/pilot/index.htm 

photographic 
archive 

TRC46 Modernist Journals Project http://modjourn.org/ project 
TRC47 Monumente Uitate http://monumenteuitate.org/e

n 
project 

TRC48 Oh Freedom! Teaching African 
American Civil Rights Through 
American Art at the Smithsonian 

http://africanamericanart.si.e
du/ 

educational 
website 

TRC49 Peacock Room http://peacockroom.wayne.e
du/  

project 

TRC50 Pietro Mellini's Inventory in Verse, 
1681 

http://www.getty.edu/researc
h/mellini/ 

research project 

TRC51 Plan of St. Gall http://www.stgallplan.org/en/i
ndex_plan.html 

project 

TRC52 Raphael Research Resource http://cima.ng-
london.org.uk/documentation
/index.php 

research resource 

TRC53 Medieval Architecture Online 
Teaching Project 

http://learn.columbia.edu/ma/
htm/ma_home.htm 

website 
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TRC54 Rembrandt Database http://www.rembrandtdataba
se.org/Rembrandt 

research resource 

TRC55 Restoring Byzantinum http://www.columbia.edu/cu/
wallach/exhibitions/Byzantiu
m/index.html 

website 

TRC56 Rome Reborn http://romereborn.frischercon
sulting.com/  

project 

TRC57 Rossetti Archive http://www.rossettiarchive.or
g/ 

archive 

TRC58 Sandrart.net http://ta.sandrart.net/en/ project 
TRC59 Sir Basil Spence AHRC Research 

Project 
http://www2.warwick.ac.uk/fa
c/arts/arthistory/research/proj
ects/basil_spence/ 

research project 

TRC60 Sir Basil Spence Archive Project http://www.basilspence.org.u
k/ 

archive project 

TRC61 Skenographia Project http://www.skenographia.cch
.kcl.ac.uk/index.html 

project 

TRC62 Speculum Romanae Magnificentiae http://speculum.lib.uchicago.
edu/index.html 

digital project 

TRC63 Stained Glass in Wales http://stainedglass.llgc.org.uk
/ 

catalogue 

TRC64 Stanford Digital Forma Urbis Romae 
Project 

http://formaurbis.stanford.ed
u/index.html  

project 

TRC65 Trajan's Column  http://www.stoa.org/trajan/ website 
TRC66 Real Virtual. Representing 

Architectural Time and Space 
http://learn.columbia.edu/ha/ project 

TRC67 Utrecht Psalter http://www.utrechtpsalter.nl/ annotated edition 
TRC68 Venus Iconography https://sites.google.com/site/

venusiconography/ 
thematic research 
collection 

TRC69 Vincent van Gogh The Letters http://vangoghletters.org/vg/ edition 
TRC70 William Blake Archive http://www.blakearchive.org/ archive 
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Appendix II 
 
Paintings of the interior of the Oude Kerk in Delft (spreadsheet – separate file) 
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Appendix III 
 
Paintings of the interior of the Oude Kerk in Delft – reproductions, perspective drawings  
and viewsheds 
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Job Adriaensz. Berckheyde (Dutch painter, 1630-1693) 
Sermon in the Oude Kerk in Delft 
n.d. 
oil on wood 
h 46 cm x w 39 cm 
Royal Museums of Fine Arts of Belgium 
© Royal Museums of Fine Arts of Belgium, Brussels / photo: J. Geleyns / Ro scan 
Inventory number: 3785  
TRC: delft-oudekerk-berckheyde001 http://dh.tcd.ie/karolinabadzphd/items/show/25  
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Man, Cornelis de Man (Dutch painter and printmaker, 1621-1706) 
The Oude Kerk, Delft 
1660/1670 
oil on canvas 
h 64.1 cm x w 77.4 cm 
Art Institute Chicago (Gift of Mr. and Mrs. Morris I. Kaplan, 1965.1176) 
TRC: delft-oudekerk-deman001  http://dh.tcd.ie/karolinabadzphd/items/show/26  
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Cornelis de Man (Dutch painter and printmaker, 1621-1706) (attributed to) 
Vliet, Hendrik Cornelisz. van (Dutch painter, ca. 1611-1675) (rejected attribution) 
Interior of the Oude Kerk in Delft from the Choir toward the Portal 
1660 - 1690 
oil on canvas 
h 62.5 cm × w 52 cm 
Rijksmuseum (E.F. Verspyck-Laan Bequest, Aerdenhout; acquisition: 1999) 
TRC: delft-oudekerk-deman002  http://dh.tcd.ie/karolinabadzphd/items/show/2  
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Cornelis de Man (Dutch painter and printmaker, 1621-1706) 
Interior of Oude Kerk, Delft 
c.1660 
oil on canvas 
h 104.14 cm x w 122.56 cm 
Museum Purchase, Howald Fund II / Columbus Museum of Art 
TRC: delft-oudekerk-deman003  http://dh.tcd.ie/karolinabadzphd/items/show/3  
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Cornelis de Man (Dutch painter and printmaker, 1621-1706) 
Witte, Emanuel de (Dutch painter, ca.1617-1692) (rejected attribution) 
Interior of the Oude Kerk, Delft 
n.d. 
oil on canvas 
h 104 cm x w 121 cm 
Private collection 
TRC: delft-oudekerk-deman004  http://dh.tcd.ie/karolinabadzphd/items/show/27  
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Cornelis de Man (Dutch painter and printmaker, 1621-1706) 
The interior of the Oude Kerk in Delft, from the southern aisle to the northern transept, with elegant 
couples, and men digging in the foreground 
n.d. 
oil on panel 
h 72.5 cm x w 58.6 cm 
Private collection 
TRC: delft-oudekerk-deman005  http://dh.tcd.ie/karolinabadzphd/items/show/24  
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Cornelis de Man (Dutch painter and printmaker, 1621-1706) 
The interior of the Oude Kerk, Delft, looking East with an elegant couple 
n.d. 
oil on canvas 
h 67.7 cm x w 81.2 cm 
Private collection 
TRC: delft-oudekerk-deman006  http://dh.tcd.ie/karolinabadzphd/items/show/28  
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Cornelis de Man (Dutch painter and printmaker, 1621-1706) 
The Interior of the Oude Kerk in Delft from the Northern Aisle Looking South 
n.d. 
oil on canvas 
h 95 cm x w 112 cm 
Private collection 
TRC: delft-oudekerk-deman007  http://dh.tcd.ie/karolinabadzphd/items/show/29   
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Cornelis de Man (Dutch painter and printmaker, 1621-1706) 
The interior of Oude Kerk, Delft 
n.d. 
oil on canvas 
h 54 cm x w 64.4 cm 
Private collection 
TRC: delft-oudekerk-deman010  http://dh.tcd.ie/karolinabadzphd/items/show/8 
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Cornelis de Man (Dutch painter and printmaker, 1621-1706) 
Interior of the Old Church in Delft 
1660 
oil on wood 
h 38.5 cm x w 46 cm 
Museum der Bildenden Künste, Leipzig (on permanent loan from the Speck von Sternburg 
Foundation) 
TRC: delft-oudekerk-deman011  http://dh.tcd.ie/karolinabadzphd/items/show/7   
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Cornelis de Man (Dutch painter and printmaker, 1621-1706) (according to an unpublished notitiie 
C. Hofstede de Groot, mentioned in: W.A. Liedtke, 'Cornelis de Man as a painter of church interiors' 
in: Tabelau 5 (1982-1983), nr. 1, p. 65-66, afb. 6; source: RKDImages) 
Vliet, Hendrik Cornelisz. van (Dutch painter, ca. 1611-1675 (attribution of the museum: Musée des 
Beaux-Arts d'Orléans; source: RKDImages) 
View in the Oude Kerk in Delft during a service 
after 1650 
oil on panel 
h 86 cm x w 70 cm 
Musée des Beaux-Arts d'Orléans, Orléans (Loiret) 
TRC: delft-oudekerk-deman012  http://dh.tcd.ie/karolinabadzphd/items/show/84   
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Emanuel de Witte (Dutch painter, ca.1617-1692) 
Interior of the Oude Kerk, Delft 
c. 1680 
oil on panel 
h 62 cm x w 49.2 cm 
Art Institute Chicago (Charles H. and Mary F. S. Worcester Collection, 1941.1038) 
TRC: delft-oudekerk-dewitte001  http://dh.tcd.ie/karolinabadzphd/items/show/30   
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Emanuel de Witte (Dutch painter, ca.1617-1692) 
Houckgeest, Gerard (Dutch painter, ca.1600-1661) (rejected attribution) 
Old Church (Oudekerk) in Delft 
c.1642 
oil on canvas 
h 95 cm x w 82 cm 
The State Hermitage Museum 
TRC: delft-oudekerk-dewitte003  http://dh.tcd.ie/karolinabadzphd/items/show/32   
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Emanuel de Witte (Dutch painter, ca.1617-1692) 
Interior of the Oude Kerk, Delft 
probably 1650 
oil on wood 
h 48.3 cm x w 34.6 cm 
Metropolitan Museum of Art (Purchase, Lila Acheson Wallace, Virgilia and Walter C. Klein, The 
Walter C. Klein Foundation, Edwin Weisl Jr., and Frank E. Richardson Gifts, and Bequest of 
Theodore Rousseau and Gift of Lincoln Kirstein, by exchange, 2001) 
TRC: delft-oudekerk-dewitte004  http://dh.tcd.ie/karolinabadzphd/items/show/9   
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Emanuel de Witte (Dutch painter, ca.1617-1692) 
A Sermon in the Old Church in Delft 
c.1650-1651 
oil on wood (oak) 
h 73.2 cm x w 59.5 cm 
National Gallery of Canada 
TRC: delft-oudekerk-dewitte005  http://dh.tcd.ie/karolinabadzphd/items/show/33 
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Emanuel de Witte (Dutch painter, ca.1617-1692) 
The interior of the Oude Kerk in Delft (from the south aisle to the crossing, towards the noth-east, 
during the preaching of a sermon) 
1669 
oil on canvas 
h 79.3 cm x w 65.8 cm 
Private collection 
TRC: delft-oudekerk-dewitte006  http://dh.tcd.ie/karolinabadzphd/items/show/34   
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Emanuel de Witte (Dutch painter, ca.1617-1692) 
The interior of the Oude Kerk, Delft, with a sermon in progress 
1682 
oil on canvas 
h 61 cm x w 47.5 cm 
Private collection 
TRC: delft-oudekerk-dewitte007  http://dh.tcd.ie/karolinabadzphd/items/show/35   
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Emanuel de Witte (Dutch painter, ca.1617-1692) 
Interior of the Oude Kerk in Delft 
n.d. 
oil on panel 
h 40.3 cm x w 31.3 cm 
Private collection 
TRC: delft-oudekerk-dewitte008  http://dh.tcd.ie/karolinabadzphd/items/show/36   
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Emanuel de Witte (Dutch painter, ca.1617-1692) 
Interior of the Oude Kerk, Delft 
1651 
oil on panel (oak) 
h 60.5 cm x w 44 cm 
The Wallace Collection 
TRC: delft-oudekerk-dewitte009  http://dh.tcd.ie/karolinabadzphd/items/show/37   
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Emanuel de Witte (Dutch painter, ca.1617-1692) 
Houckgeest, Gerard (Dutch painter, ca.1600-1661) (after) 
Vliet, Hendrik Cornelisz. van (Dutch painter, ca. 1611-1675) (formerly attributed to) 
Interior of the Old Church in Delft with the tomb of Pieter Pietersz Heijn, Lieutenant-Admiral of 
Holland 
n.d. 
oil on wood (oak) 
h 65 cm x w 52.5 cm 
Royal Museums of Fine Arts of Belgium (photo: J. Geleyns / Ro scan) 
TRC: delft-oudekerk-dewitte010  http://dh.tcd.ie/karolinabadzphd/items/show/38  
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Emanuel de Witte (Dutch painter, ca.1617-1692) 
Sermon in the Old Church in Delft 
n.d. 
oil on canvas 
h 40 cm x w 45 cm 
Royal Museums of Fine Arts of Belgium (photo: J. Geleyns / Ro scan) 
TRC: delft-oudekerk-dewitte011  http://dh.tcd.ie/karolinabadzphd/items/show/39   
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Emanuel de Witte (Dutch painter, ca.1617-1692) 
Interior of the Old Church at Delft 
1653 or 1655 
Oil on panel (oak) 
h 49.5 cm x w 40.6 cm 
Allen Memorial Art Museum, Oberlin (R. T. Miller, Jr. Fund, 1943) 
TRC: delft-oudekerk-dewitte012  http://dh.tcd.ie/karolinabadzphd/items/show/80  
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Emanuel de Witte (Dutch painter, ca.1617-1692) (After?) 
View of the Oude Kerk in Delft 
c.1680 
oil on canvas 
h 67 cm x w 53 cm 
Muzeum Narodowe we Wroclawiu, Wrocław 
TRC: delft-oudekerk-dewitte013  http://dh.tcd.ie/karolinabadzphd/items/show/81   
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Emanuel de Witte (Dutch painter, ca.1617-1692) 
Interior of the Oude Kerk in Delft with a church visitor by a pillar with epitaph of Johan van 
Lodesteijn 
n.d. 
oil on panel 
h 48 cm x w 40.5 cm 
Private collection 
TRC: delft-oudekerk-dewitte014  http://dh.tcd.ie/karolinabadzphd/items/show/82   
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Emanuel de Witte (Dutch painter, ca.1617-1692) (current attribution: Walter Liedtke, 1986) 
Vliet, Hendrik Cornelisz. van (Dutch painter, ca. 1611-1675) (rejected attribution) 
Interior of the Oude Kerk in Delft 
c. 1651-1652 
oil on panel 
h 51.2 cm x w 39.4 cm 
Private collection 
TRC: delft-oudekerk-dewitte015  http://dh.tcd.ie/karolinabadzphd/items/show/94   
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Louwijs Aernouts Elsevier (Dutch painter, ca.1617 - 1675) 
Interior of the Oude Kerk, Delft 
1653 
oil on canvas on oak panel 
h 54.5 cm x w 44.5 cm 
Museu Nacional de Arte Antiga 
TRC: delft-oudekerk-elsevier001  http://dh.tcd.ie/karolinabadzphd/items/show/40 
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Gerard Houckgeest (Dutch painter, ca.1600-1661) 
Interior of the Oude Kerk in Delft 
1654 
oil on panel 
h 49 cm x w 41 cm 
Rijksmuseum (Purchased with the support of the Vereniging Rembrandt; acquisition: 22 June 1892) 
TRC: delft-oudekerk-houckgeest001  http://dh.tcd.ie/karolinabadzphd/items/show/10 
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Gerard Houckgeest (Dutch painter, ca.1600-1661) 
The west end of the Oude Kerk, Delft, from the southern aisle to the north, with the organ loft 
n.d. 
oil on panel 
h 47.9 cm x w 37.8 cm 
Private collection 
TRC: delft-oudekerk-houckgeest002  http://dh.tcd.ie/karolinabadzphd/items/show/11  
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Gerard Houckgeest (Dutch painter, ca.1600-1661) (Walter Liedtke, 1986) [source: RKDImages] 
Witte, Emanuel de (Dutch painter, ca.1617-1692) (rejected attribution) [source: RKDImages] 
Vliet, Hendrik Cornelisz. van (Dutch painter, ca. 1611-1675 (rejected attribution; according to 
memorandum on intent cardboard RKD) [source: RKDImages] 
Hoogstraten, Samuel van (Dutch art theorist, painter, draftsman, print artist, etcher; 1627-1678) 
(rejected attribution) [source: RKDImages] 
View in the Oude Kerk in Delft 
ca. 1651 
oil on panel 
h 41.9 cm x w 56 cm 
Private collection 
TRC: delft-oudekerk-houckgeest003  http://dh.tcd.ie/karolinabadzphd/items/show/87 
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Hendrick van Streek (Dutch painter and sculptor, 1659-after 1719) [attributed: Philadelphia 1972; 
Curtis/Dugan/Paschetto 1994; source: RKDImages] 
Witte, Emanuel de (Dutch painter, ca.1617-1692) [rejected attribution: Berenson/Valentiner 1913-
1914; Philadelphia 1941; source: RKDImages] 
Interior of the Oude Kerk, Delft 
late 17th century 
oil on panel 
h 46.2 cm x w 35.1 cm 
Philadelphia Museum of Art (John G. Johnson Collection, 1917) 
TRC: delft-oudekerk-vanstreeck001  http://dh.tcd.ie/karolinabadzphd/items/show/12  
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Hendrick van Streek (Dutch painter and sculptor, 1659-after 1719) 
Interior of the Oude Kerk, Delft 
n.d. 
oil on canvas 
h 117.5 cm x w 94 cm 
Private collection 
TRC: delft-oudekerk-vanstreeck002 http://dh.tcd.ie/karolinabadzphd/items/show/41  
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Interior of the Oude Kerk 
c.1640 
oil on panel 
h 31.4 cm x w 25.1 cm 
Memphis Brooks Museum of Art (Gift of Thomas Morgan Roberts in memory of his parents Emily 
Allen Roberts and James Thomas Roberts) 
TRC: delft-oudekerk-vanvliet001  http://dh.tcd.ie/karolinabadzphd/items/show/42  
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Interior of the Old Church in Delft 
1655 
oil on wood 
h 95.5 cm x w 84 cm 
Musée Hôtel Bertrand, Chateauroux, France 
TRC: delft-oudekerk-vanvliet002  http://dh.tcd.ie/karolinabadzphd/items/show/13  
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
The old Church at Delft 
n.d. 
oil on panel 
h 49.2 cm x w 36.5 cm 
Fitzwilliam Museum 
TRC: delft-oudekerk-vanvliet004  http://dh.tcd.ie/karolinabadzphd/items/show/45  
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Interior of the Oude Kerk, Delft 
c.1660-1675 
oil on canvas 
h 45.7 cm x w 38.1 cm 
Glasgow Museums (The Burrell Collection) 
TRC: delft-oudekerk-vanvliet005  http://dh.tcd.ie/karolinabadzphd/items/show/44 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Witte, Emanuel de (Dutch painter, ca.1617-1692) (formerly attributed to) 
Interior of the Oude Kerk in Delft 
1660/1670 
oil on canvas 
h 92 cm x w 112 cm 
Musée du Louvre 
TRC: delft-oudekerk-vanvliet006  http://dh.tcd.ie/karolinabadzphd/items/show/46 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) (after) 
Interior of the Oude Kerk at Delft 
1660-1675 
oil on canvas 
h 77 cm x w 69 cm 
Manchester Art Gallery 
TRC: delft-oudekerk-vanvliet007  http://dh.tcd.ie/karolinabadzphd/items/show/14 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Interior of the Oude Kerk in Delft 
after 1665 
oil on canvas 
h 77.5 cm x w 68.2 cm 
Mauritshuis 
TRC: delft-oudekerk-vanvliet008  http://dh.tcd.ie/karolinabadzphd/items/show/15 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
View of the interior of the Oude Kerk, Delft 
1654 
oil on panel 
h 66.5 cm x w 59.5 cm 
Museum der bildenden Künste Leipzig 
TRC: delft-oudekerk-vanvliet009  http://dh.tcd.ie/karolinabadzphd/items/show/47 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
View of the interior of the Oude Kerk, Delft 
1659 
oil on panel 
h 76 cm x w 70 cm 
Museum der bildenden Künste Leipzig 
TRC: delft-oudekerk-vanvliet010  http://dh.tcd.ie/karolinabadzphd/items/show/48 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Interior of the Oude Kerk, Delft 
1660 
oil on canvas 
h 82.6 cm x w 66 cm 
Metropolitan Museum of Art (Gift of Clarence Dillon, 1976) 
TRC: delft-oudekerk-vanvliet011  http://dh.tcd.ie/karolinabadzphd/items/show/16 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
View of the Oude Kerk in Delft 
1652? 
oil on canvas 
h 52 cm x w 47 cm 
National Gallery, Prague 
TRC: delft-oudekerk-vanvliet012  http://dh.tcd.ie/karolinabadzphd/items/show/49 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Interior of the Oude Kerk, Delft 
1659 
oil on canvas 
h 80.6 cm x w 67.6 cm 
Philadelphia Museum of Art (Purchased with the W. P. Wilstach Fund, 1902) 
TRC: delft-oudekerk-vanvliet013  http://dh.tcd.ie/karolinabadzphd/files/show/23  
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
The Old Church in Delft with the Tomb of Admiral Tromp 
1658 
oil on canvas 
h 123.5 cm x w 111 cm 
Toledo Museum of Art (Purchased with funds from the Libbey Endowment, Gift of Edward 
Drummond Libbey) 
TRC: delft-oudekerk-vanvliet014  http://dh.tcd.ie/karolinabadzphd/items/show/50 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Interior of the Oude Kerk in Delft 
1669 
oil on wood 
h 52.5 cm x w 40.5 cm 
Museum Briner & Kern / Museum Oskar Reinhart, Winterthur 
TRC: delft-oudekerk-vanvliet015  http://dh.tcd.ie/karolinabadzphd/items/show/18 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
View of the Oude Kerk in Delft 
1654 
oil on panel 
h 74 cm x w 60 cm 
Rijksmuseum (Amsterdam Museum, on loan from Rijksmuseum Amsterdam) 
TRC: delft-oudekerk-vanvliet016  http://dh.tcd.ie/karolinabadzphd/items/show/20 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Interior of the Oude Kerk, Delft, with the Tomb of Piet Hein 
1635-1655 
oil on panel 
h 76.2 cm × w 65.1 cm 
Private collection 
TRC: delft-oudekerk-vanvliet017  http://dh.tcd.ie/karolinabadzphd/items/show/1 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
The Oude Kerk in Delft with a grave digger in the foreground 
1661 
oil on panel 
h 44.8 cm x w 36.3 cm  
Private collection 
TRC: delft-oudekerk-vanvliet018  http://dh.tcd.ie/karolinabadzphd/items/show/52 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Interior of the Oude Kerk at Delft 
1662 
oil on canvas 
h 95 cm x w 85 cm 
Private collection 
TRC: delft-oudekerk-vanvliet019  http://dh.tcd.ie/karolinabadzphd/items/show/53 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Interior of the Oude Kerk, Delft 
c.1665-1670 
oil on panel 
h 42.3 cm x w 33.9 cm 
Private collection 
TRC: delft-oudekerk-vanvliet020  http://dh.tcd.ie/karolinabadzphd/items/show/54 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
View of the interior of the Oude Kerk, Delft 
1666 
oil on panel (oak) 
h 41.5 cm x w 36 cm 
Private collection 
TRC: delft-oudekerk-vanvliet021  http://dh.tcd.ie/karolinabadzphd/items/show/55  
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
The interior of the nave of the Oudekerk, Delft, looking west 
1670 
oil on canvas 
h 96.5 cm x w 110.5 cm 
Private collection 
TRC: delft-oudekerk-vanvliet022  http://dh.tcd.ie/karolinabadzphd/items/show/58 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
A view of the interior of the Oude Kerk, Delft, from the main choir to the north-west, through the 
Mariakoor (Mary's choir) to the transept 
n.d. 
oil on canvas 
h 109.3 cm x w 90.3 cm 
Private collection 
TRC: delft-oudekerk-vanvliet023  http://dh.tcd.ie/karolinabadzphd/items/show/59 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Interior of the Oude Kerk in Delft 
n.d. 
oil on canvas 
h 41.2 cm x w 35 cm 
Private collection 
TRC: delft-oudekerk-vanvliet024 http://dh.tcd.ie/karolinabadzphd/files/show/67    
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Interior of the Oude Kerk, Delft, seen from the northern aisle, looking to the southeast 
n.d. 
oil on panel 
h 38.7 cm x w 31.4 cm 
Private collection 
TRC: delft-oudekerk-vanvliet025  http://dh.tcd.ie/karolinabadzphd/items/show/62  
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Witte, Emanuel de (Dutch painter, ca.1617-1692) [rejected attribution] 
The Oude Kerk, Delft, with a view of the organ loft from the southern aisle 
n.d. 
oil on panel (oak) 
h 66.5 cm x w 52.5 cm 
Private collection 
TRC: delft-oudekerk-vanvliet026  http://dh.tcd.ie/karolinabadzphd/items/show/61  
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Oude Kerk in Delft 
n.d. 
oil on panel 
h 90.2 cm x w 80.6 cm 
Private collection 
TRC: delft-oudekerk-vanvliet027  http://dh.tcd.ie/karolinabadzphd/items/show/63 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Interior of the Oude Kerk in Delft 
1632 
oil on panel 
h 51 cm x w 44 cm 
Private collection 
TRC: delft-oudekerk-vanvliet028  http://dh.tcd.ie/karolinabadzphd/items/show/64  
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
A view of the interior of the Oude Kerk, Delft 
n.d. 
oil on panel 
h 39.6 cm x w 33.6 cm 
Private collection 
TRC: delft-oudekerk-vanvliet029  http://dh.tcd.ie/karolinabadzphd/items/show/67 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Old Church in Delft, the northern wing looking to the east 
1660s 
After 1658 
oil on wood 
h 49 cm x w 44 cm 
Private collection 
TRC: delft-oudekerk-vanvliet030  http://dh.tcd.ie/karolinabadzphd/items/show/68 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Interior of the Oude Kerk, Delft, looking west 
n.d. 
oil on canvas 
h 85.7 cm x w 102.9 cm 
Private collection 
TRC: delft-oudekerk-vanvliet031  http://dh.tcd.ie/karolinabadzphd/items/show/56 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
The interior of the nave of the Oudekerk, Delft, looking west 
ca. 1670 (W. Liedtke) 
oil on canvas 
h 86.7 cm x w 101.9 cm 
Private collection 
TRC: delft-oudekerk-vanvliet032  http://dh.tcd.ie/karolinabadzphd/items/show/57  
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Interior of the Oude Kerk in Delft with the epitaph of Joh. van Lodesteyn at the front pillar 
n.d. 
oil on panel  
h 47.3 cm x w 44.3 cm  
Private collection 
TRC: delft-oudekerk-vanvliet033  http://dh.tcd.ie/karolinabadzphd/items/show/69 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Church interior 
n.d. 
oil on wood 
h 27.6 cm x w 22.2 cm 
Private collection 
TRC: delft-oudekerk-vanvliet034  http://dh.tcd.ie/karolinabadzphd/items/show/65 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
The Interior of the Oude Kerk in Delft 
n.d. 
oil on canvas 
h 75.9 cm x w 61.9 cm 
Private collection 
TRC: delft-oudekerk-vanvliet035  http://dh.tcd.ie/karolinabadzphd/items/show/70  
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) (attributed to) 
Interior of the Oude Kerk, Delft, with the Mausoleum of Pieter Pietersz Hein, Lieutenant-Admiral of 
Holland 
1640-1660 
oil on canvas 
h 68 cm x w 56 cm 
Rijksmuseum 
TRC: delft-oudekerk-vanvliet036  http://dh.tcd.ie/karolinabadzphd/items/show/21 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) (Follower of) 
A View of the Interior of the Oude Kerk, Delft 
n.d. 
oil on canvas 
h 34.6 cm x w 27.3 cm 
Private collection 
TRC: delft-oudekerk-vanvliet037  http://dh.tcd.ie/karolinabadzphd/items/show/71 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675 (Follower of) 
A view in the Oude Kerk, Delft, looking east from the northern aisle, with townsfolk near an open 
grave 
n.d. 
oil on canvas 
h 51.9 cm x w 41.5 cm 
Private collection 
TRC: delft-oudekerk-vanvliet040  http://dh.tcd.ie/karolinabadzphd/items/show/74 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675 
The interior of the Oude Kerk in Delft 
1650-1660 
oil on canvas 
h 50.5 cm x h 47.3 cm 
Staatliche Gemäldegalerie in Kassel 
TRC: delft-oudekerk-vanvliet042  http://dh.tcd.ie/karolinabadzphd/items/show/76 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
The interior of the Oude Kerk at Delft 
c. 1660-1663 
oil on wood 
h 50.6 cm x w 59.7 cm 
Städel Museum, Frankfurt am Main (© Städel Museum - U. Edelmann - ARTOTHEK) 
TRC: delft-oudekerk-vanvliet043  http://dh.tcd.ie/karolinabadzphd/items/show/23 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
The Oude Kerk in Delft 
n.d. 
oil on wood 
h 29 cm x 22.8 cm 
Hamburger Kunsthalle (©Hamburger Kunsthalle /bpk Photo: Elke Walford) 
TRC: delft-oudekerk-vanvliet044  http://dh.tcd.ie/karolinabadzphd/items/show/22 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Interior of the Oude Kerk, Delft, with the organ loft at the west entrance 
n.d. 
oil on panel 
h 27.6 cm x w 22.2 cm 
Private collection 
TRC: delft-oudekerk-vanvliet045  http://dh.tcd.ie/karolinabadzphd/items/show/66 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675 
Interior of the Oude Kerk in Delft 
1657 
oil on panel 
h 73.3 cm x w 63.5 cm 
Private collection 
TRC: delft-oudekerk-vanvliet046  http://dh.tcd.ie/karolinabadzphd/items/show/77 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675 (Circle of) 
Old Church in Delft, view to the east 
Probably 1660s 
oil on panel 
h 41 cm x w 48 cm 
Van Diemen gallery, the Hague 
TRC: delft-oudekerk-vanvliet047  http://dh.tcd.ie/karolinabadzphd/items/show/78 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
The Interior of the Old Church at Delft 
1658 
oil on canvas 
h 100.3 cm x w 83.8 cm 
Baltimore Museum of Art (Bequest of Ellen Howard Bayard) 
TRC: delft-oudekerk-vanvliet048  http://dh.tcd.ie/karolinabadzphd/items/show/79 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675 
Interior of the Oude Kerk in Delft 
n.d. 
oil on panel 
h 52 cm x w 41.5 cm 
Private collection 
TRC: delft-oudekerk-vanvliet049  http://dh.tcd.ie/karolinabadzphd/items/show/83 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675 (attributed to) 
Interior of the Oude Kerk in Delft 
1657 
oil on canvas 
h 76.8 cm x w 64 cm 
Private collection 
TRC: delft-oudekerk-vanvliet051  http://dh.tcd.ie/karolinabadzphd/items/show/86 
 

        
 
 

 
 
  



 
 

331 

Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
View of the tribune in front of the organ in the Oude Kerk in Delft 
1660-1669 
oil on canvas 
h 42.8 cm x w 38.5 cm 
Private collection 
TRC: delft-oudekerk-vanvliet052  http://dh.tcd.ie/karolinabadzphd/items/show/88  
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
View in the Oude Kerk in Delft 
n.d. 
oil on panel 
h 60 cm x w 52 cm 
Private collection 
TRC: delft-oudekerk-vanvliet053  http://dh.tcd.ie/karolinabadzphd/items/show/89 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Interior of the Oude Kerk in Delft 
1662 
oil on canvas 
h 55.1 cm x w 46.5 cm 
Staatliche Kunsthalle Karlsruhe, Karlsruhe 
TRC: delft-oudekerk-vanvliet054  http://dh.tcd.ie/karolinabadzphd/items/show/262  
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Interior of the Oude Kerk in Delft 
1671 
oil on wood (oak) 
h 52 cm x w 42.5 cm 
Gemäldegalerie der Akademie der bildenden Künste Wien (gift of Graf Lamberg, 1822) 
TRC: delft-oudekerk-vanvliet055  http://dh.tcd.ie/karolinabadzphd/items/show/92 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Preaching in the Oude Kerk in Delft 
c. 1660 
oil on canvas 
h 39.5 cm x w 35 cm 
Gemäldegalerie der Akademie der bildenden Künste Wien 
TRC: delft-oudekerk-vanvliet056  http://dh.tcd.ie/karolinabadzphd/items/show/93 
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Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
Interior of the Oude Kerk in Delft 
1659 
oil on canvas 
h 98 cm x w 82.6 cm 
Staatliches Museum Schwerin 
TRC: delft-oudekerk-vanvliet057  http://dh.tcd.ie/karolinabadzphd/items/show/96 
 

        
 
 

 
 
 
  



 
 

337 

Hendrik Cornelisz. van Vliet (Dutch painter, ca. 1611-1675) 
View from the northern aisle of the Oude Kerk in Delft towards East 
n.d. 
oil on wood 
h 49 cm x w 44 cm 
Staatliches Museum Schwerin 
TRC: delft-oudekerk-vanvliet058  http://dh.tcd.ie/karolinabadzphd/items/show/98 
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Appendix IV 
 
A list of plugins installed and activated on the Omeka site: 
http://dh.tcd.ie/karolinabadzphd/ 
 
Archive Repertory (version 2.12), developed by Daniel Berthereau 
Keeps original names of imported files and put them in a hierarchical structure (collection / 
item / files) in order to get readable URLs for files and to avoid an overloading of the file 
server. 
 
Bulk Metadata Editor (version 1.0.2), developed by UC Santa Cruz University Library 
Adds ‘search and replace’ functionality allowing updating metadata fields over many 
records quickly and easily. 
 
Clean URL (version 2.14), developed by Daniel Berthereau 
Displays clean and readable URLs.  
 
COinS (version 2.0.3), developed by Roy Rosenzweig Center for History and New Media 
This plugin adds COinS metadata to item pages to make them readable by certain online 
bibliographic tools such as Zotero by automatically embedding citation metadata on the 
website. This plugin facilitates online research and interoperability with other systems. 
 
Commenting (version 2.1.2), developed by Roy Rosenzweig Center for History and New 
Media 
Allows commenting on Items, Collections, Exhibits, and more. 
 
CSS Editor (version 1.0.1), developed by Roy Rosenzweig Center for History and New 
Media 
Add public CSS styles through the admin interface. 
 
CSV Import (version 2.0.3), developed by Roy Rosenzweig Center for History and New 
Media 
Imports items, tags, and files from CSV files. 
 
Derivative images (version 2.0), developed by Roy Rosenzweig Center for History and 
New Media 
It allows to recreate (or create) derivative images 
 
Digital Object Linker Plugin (version 2.0.1), developed by Valdeva Crema 
This plugin allows you to embed digital images from the external sources to be displayed 
on the item pages. 
 
Docs Viewer (version 2.0), developed by Roy Rosenzweig Center for History and New 
Media 
Embeds a Google document viewer into item show pages. PDF documents, PowerPoint 
presentations, TIFF files, and some Microsoft Word documents are supported. 
 
Dublin Core Extended (version 2.0.1), developed by Roy Rosenzweig Center for History 
and New Media 
Adds the full set of Dublin Core properties to the existing Dublin Core element set, 
including element refinements and supplemental elements.  
 
Element Types (version 0.4), developed by Julian Maurice 



 
 

339 

Allow elements to have a type, thus allowing easier input. For instance, this plugin 
implements the 'date' type and show a datepicker widget for elements of this type.  Other 
types can be implemented by plugins. 
 
Embed Codes (version 1.0), developed by Roy Rosenzweig Center for History and New 
Media 
Allows embedding item content as an iframe in other sites 
 
Exhibit Builder (version 3.3.1), developed by Roy Rosenzweig Center for History and New 
Media 
Build rich exhibits using Omeka. 
 
Facet by Metadata (vesrion 1.0.2), developed by Patrick Murray-John 
Create checkboxes for filtering searches by matching metadata values. 
 
Getty Suggest (version 1.3), developed by UC Santa Cruz University Library 
Enable an autosuggest feature for Omeka elements using the Getty Collection controlled 
vocabularies 
 
Hide Elements (version 1.3), developed by John Flatness 
Hide admin-specified metadata elements. 
 
Item History Log (version 1.1.6), developed by UC Santa Cruz University Library 
Creates a log of basic curatorial events for each item, including ingress, updates, and 
pushes. 
 
HTML5 Media (version 2.5), developed by John Flatness 
Enables HTML5 for media files using MediaElement.js. 
 
Item Order (version 2.0.2), developed by Roy Rosenzweig Center for History and New 
Media 
Gives administrators the ability to custom order items in collections. 
 
Item Relations (version 2.0.2), developed by Roy Rosenzweig Center for History and New 
Media 
Allows administrators to define relations between items. 
 
LC Suggest (vesrion 2.0.1), developed by Roy Rosenzweig Center for History and New 
Media 
Enable an autosuggest feature for Omeka elements using the Library of Congress 
Authorities and Vocabularies service 
 
OpenLayersZoom (version 2.6), by Daniel Berthereau (upgrade of the release built by 
Matt Miller) 
An OpenLayers based image zoom widget 
 
PDF Embed (Version 1.0) by John Flatness 
Embeds PDF documents into item and file pages. 
 
PDF Text (Version 1.0.1) by Roy Rosenzweig Center for History and New Media 
Extracts text from PDF files so they can be browsed and searched. 
 
Record Relations (version 2.0) by Roy Rosenzweig Center for History and New Media 
Facilitates plugins creating relations across record types 
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Reference (version 2.4.1) by Daniel Berthereau 
Adds pages with the alphabetical indexes of specified item types and elements. 
 
Search by Metadata (version 1.2.1) by Roy Rosenzweig Center for History and New 
Media 
Allows administrators to configure metadata fields to link to items with same field value 
 
Shortcode Carousel (version 1.0) by Roy Rosenzweig Center for History and New Media 
Adds a shortcode to insert a carousel item viewer 
 
Simple Pages (version 3.0.7) by Roy Rosenzweig Center for History and New Media 
Allows administrators to create simple web pages for their public site. 
 
UniversalViewer (version 2.2.2) by Daniel Berthereau  
Integrates the IIIF specifications and the Universal Viewer in order to create carousels of 
virtual books from image files and to display any media file (pdf, audio, video, 3D...) in a 
unified player. 
 
Zoom.it (version 2.0) by Roy Rosenzweig Center for History and New Media 
Embeds a Zoom.it image viewer into item show pages. 
 
 


