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The Prac�ce-Based Submission works as an ‘exhibi�on catalogue’ offering 
a visual insight into the numerous 3D scans, curatorial interven�ons and 
exhibi�ons created during the research process. The catalogue is 
designed to be read in tandem to the wri�en thesis, as combined, they 
show the breadth of work undertaken for the Ph.D. The prac�cal 
submission is presented in chronological order showcasing how the work 
has progressed through the three phases of research. 

The catalogue begins with The Acclima�sa�on Study,  which presents 
excerpts of the research diary, to show the thought processes of curators 
and my own personal reflec�ons. These pages contain musings, ques�ons 
and recorded conversa�ons regarding the introduc�on of 3D scanning 
and prin�ng within the museum. The diary pages are supported by 
photographs of failed and successful 3D scans. The failed scans are 
included in this catalogue as there is value in the imperfec�on, they 
inspire ques�ons around loss, materiality, authority and meaning. 

The Museums Sheffield Residency, follows The Acclima�sa�on Study and 
showcases the 3D scans of the museums ivory collec�on. The scans are 
presented alongside the curatorial interven�ons, which were specifically 
designed  for The Museums Sheffield Residency. The interven�ons are 
supported by a research diary, that contains musings around the use of 
3DSP, curatorial making and the challenges of introducing 3DSP to 
curatorial prac�ce. Combined, the diary pages, 3D scans and curatorial 
interven�ons, start to reveal how 3DSP can both support and frustrate 
the prac�ces of curators and the museums they work for. The sec�on 
documen�ng The Museums Sheffield Residency concludes with images of 
the co-curated exhibi�on ‘Stories from the East: The Grice Ivories’. 

The Bri�sh Museum Residency is the final sec�on in this catalogue, it 
provides a visual record of the curatorial interven�ons, 3DSP projects and 
research diary. The Bri�sh Museum Residency sec�on concludes with the 
processes I undertook to make and design the exhibi�ons ‘An Object in 
Transi�on’ and ‘Frustra�ng the Linear’. 

I like many before me started my museum career in a very tradi�onal 
way. I trained in museum studies and as a student I curated group shows 
on Bri�sh Modernism, Serialism and 19th century po�ery. I volunteered 
and eventually worked in the Decora�ve Arts department of a regional 
18th and 19th century gallery. I was driven by the desire to explore and 
play with my collec�on, but my �me and prac�ce was framed by 
standards and frameworks and over �me I became frustrated with how 
museum objects, par�cularly digital objects, are used, treated and 
labelled within the museum. I began to ques�on how the ordering 
process of the museum affected how I and fellow curators curated such 
objects.

The introduc�on of 3D scanning and prin�ng into museum provides the 
opportunity to explore the ques�ons outlined above, as such objects 
have never before been seen in the sphere of the museum. Their form, 
data and rela�onship to other objects in the collec�on provides new 

challenges to the museum. Curators have never before had to curate and 
work with objects that are made from their core collec�ons and by 
mechanical means. At the same �me 3D scanned and printed museums 
objects are perceptually part of the museum, through their rela�onship 
to the museum and the  history of replicas in the museum. 

The  above reveals a complex rela�onship that has roots in the personal 
processes of cura�on as well as the systems and policies of the museum 
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A photograph 
from 
‘Aesthe�cs of 
Manufacture’, 
a group show 
at The 
Butchers 
Works, which  
explored how 
manufacturing 
processes 
change our 
understanding 
of objects. The 
piece of work 
produced for 
this show 
contained two 
3D printed 
bronze-age 
pots printed in 
different 
resins and a 
3D printed 
vase.  They 
were 
displayed 
along side 
images of the 
actual 
museum 
objects, to 
show how the 
manufacturing 
process 
changed the 
objects both 
perceptually 
and physically.  
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A completed 
3D scan of a 
woven reed 
basket from 
Museums 
Sheffield.   

The wire 
frame, fused 
mesh and 
surface 
texture of the 
3D scanned 
woven basket. 
The combined 
images show 
some of the 
processes and 
changes 
objects go 
through when 
they are 3D 
scanned. 
Revealing 
these 
processes 
made curators 
become aware 
of what 3DSP 
does to 
objects. 
Seeing these 
processes in 
ac�on made 
curators 
ques�on 
where these 
objects would 
sit within the 
museum, their 
own curatorial 
making and if 
such objects 
would have a 
cultural 
authen�city.  
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A 3D scan of a 
bronze-age 
burial pot 
without is 
texture. 
Curators 
commented 
on how 
removing the 
texture made 
the object 
seem less real, 
yet at the 
same �me it 
allowed them  
to see more 
clearly how 
the passage of 
�me had 
affected the 
object. 

A 3D scan of a 
bronze-age 
burial pot with 
texture. 
Curators at 
Museums 
Sheffield 
commented 
on how the 
black patches, 
applied by the 
so�ware when 
the missing 
data is 
present, 
shielded the 
viewer from 
the story of 
the pots past. 
By concealing 
part of the 
objects 
history, the 
embedded 
processes of 
the so�ware 
are effec�vely 
distor�ng how 
the object is 
perceived. 
Curators 
stated the 
speciality of 
the object had 
been lost.  
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A photograph 
showing the 
point cloud 
forma�on of 
the bronze-
age burial pot. 

A photograph 
showing the 
wire frame 
forma�on of 
the bronze-
age burial pot. 

A photograph 
showing a 
bronze-age 
burial pot and 
its 3D printed 
counterpart. 
Comparing the 
two objects 
allowed 
curators to see 
how the 
objects 
differed. The 
3D scanner 
was unable to 
capture the 
internal depth 
of the pot and 
as a result 
curators 
ques�oned  
where the 
‘false’ data 
started and 
‘read’ data 
ended.   

The 3D printed 
bronze-age 
burial pot 
seen in the 
photograph on 
the right 
shows how 
the internal 
structures 
differ between 
the  3D 
printed pot 
and its 
museum 
counterpart. 
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The image 
below is of the 
original  
bronze-age pot 
from Museums 
Sheffield 

Clare would 
smell the 3D 
printed 
Bronze-age 
Burial Pot I 
brought into 
the museum 
forming new 
curator-object 
behaviours. 

A photograph 
showing a 3D 
printed burial 
pot inside the 
museum 
archive. This 
par�cular 
experiment 
caused a visual 
juxtaposi�on 
that caused 
curators to 
think about 
the material 
proper�es of 
3DSP objects.  

‘3D scans and objects don’t look nice enough to be objects in the own 
right, because they’re too plas�c’
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The two 
photographs 
explore how 
curators 
perceived the 
outcomes of 
3D scanning 
the shell. 
Embedded 
within these 
images are 
ques�ons  
about how 
difficult the 
object would 
be to 3D scan,  
the loss of 
nuances such 
as the sound 
of the sea and 
the recrea�on 
of nega�ve 
space.  

A photograph 
of a 3D 
scanned Blue 
John Vase 
from 
Museums 
Sheffield. The 
le� vase 
shows how 
the so�ware 
added data 
points 
augmen�ng 
the form of 
the object and 
rendering it a  
visually 
unfunc�onal 
object. The 
right 3D scan 
has had its 
texture added 
and illustrates 
how the 
addi�on of 
texture can 
obscure some 
of the missing 
data. 
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The image 
above is of the 
actual silver 
jug currently 
in the Metal 
Work 
collec�on at 
Museums 
Sheffield. 

A failed 3D 
scan of a 
marble bust. 
The polished 
surface and 
complex form 
made it 
difficult to 3D 
scan. The 
resul�ng scan 
contains 
addi�onal 
geometry and 
missing details 
that do not 
relate to the 
physical 
object. 

Two 
photographs 
showing 
myself 3D 
scanning a 
hand blown 
vase. The vase 
was difficult to 
scan, as 
evidenced by 
the lack of 
captured data, 
because light 
from the 
scanner went 
straight 
through the 
object. 

The scan on 
the le� is a 
failed scan of a 
silver jug. The 
pa�na of the 
silver made it 
extremely 
difficult to 3D 
scan. 
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The image 
below is of the 
ivory vase 
currently in 
the Ivory 
Collec�on at 
Museums 
Sheffield. 

A photograph 
of a 3D 
scanned Ivory 
vase. Even 
with the high 
resolu�on of 
the Artec 
Spider some 
object 
proper�es are 
lost, including 
the ability to 
use the object 
as a vase as 
the top and 
bo�om have 
been fused. 

A photograph 
of a failed 3D 
scan made 
using a 3D 
Sense. The 
scan contains 
missing data 
points and 
only half of 
the actual 
vase’s form. In 
addi�on all 
the symbols 
and 
iconography 
are missing.  

‘Museums 
Musings’ is a 
sec�on from 
the research 
diary where I 
muse upon 
the produc�on 
of high and 
low quality 
scans for 
Museums 
Sheffield. 

Museum Musings. 

 Spending �me in the museum has been great, together we have produced so 
 many exci�ng scans and the curators at Museums Sheffield have made me feel 
 like a member of staff. I have spent �me wandering the museum’s store and 
 endlessly observing objects in the cases. I have pondered upon what they all 
 mean. 
 
 Un�l recently I have produced mutually beneficial research around how 3D 
 scanning and prin�ng affects curatorial prac�ce, but as we come to start of 
 exploring loss, I am worried this will come to a halt. In order to explore loss in 
 objects, I need to produce low resolu�on scans. I don’t really want to send them 
 failed scans, as it may seem like I can’t 3D scan. I am interested in how the loss 
 of object proper�es, or the addi�on of geometry affects the meaning making 
 process. But does �dying up poor quality scans mean I am hiding results from
 curators? 
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A photograph 
of the point 
cloud for a 3D 
scanned ivory 
vase. Each 
point 
represents a 
single piece of 
data, the 
points can be 
linked 
together to 
form a wire 
mesh.

The sparsity of 
data points 
around the 
base and the 
middle of the 
lion means 
false data is 
more likely to 
appear on the 
fused mesh. 
However, the 
lion and base 
are small 
resulting in 
the software 
successfully 
inputting 
correct object 
geometry.  

An illustration 
showing the 
combined non 
textured and 
textured ivory 
vase. It shows 
the level of 
detail 
captured and 
how 2D details 
such as the 
painted brick 
are only 
present when 
the texture 
has been 
reapplied to 
the object. 

The image 
below is of the 
actual ivory 
vase currently 
in the ivory 
collec�on at 
Museums 
Sheffield. 
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A photograph 
of myself 
cleaning an 
enlarged  3D 
printed 
section, 
scanned from 
an ivory 
plaque. The 
3D printed 
section was 
mounted as an 
incase detail 
so audiences 
could see read 
the craved 
calligraphy.
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A photograph 
showing one 
iteration of 
where 3DSP 
incase objects 
would be in 
the exhibition. 
It is important 
to mention 
that at this 
point in the 
planning 
stage, the 
focus on small 
object details 
had not yet 
been 
conceived and 
the objects 
being scanned 
where chosen 
because they 
were part of 
an interesting 
story. 

A photograph 
showing how 
during the 
planning 
stage, Clare 
and I started 
to think about 
how 3DSP 
could be used 
to prompt 
audiences to 
think about 
the wider 
collection and 
even find 
object details 
within objects. 

A photograph 
taken during the 
planning stage 
of curating 
‘Stories from 
the East: The 
Grice Ivories. 
Small images of 
the objects 
going in the 
exhibition 
where used to 
play with space 
and layout.  

A photograph of 
a reference 
questioning 
where 3DSP 
should be 
placed in the 
exhibition. The 
note was 
written during 
the planning 
stage of 
curating the 
exhibition and 
highlights how 
opening up 
3DSP, as seen in 
the 
Acclimatisation 
Study, allows 
curators think 
critically about 
how the 
technology can 
be used within 
their practice. 
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A photograph of 
a reference 
questioning 
where 3DSP 
should be 
placed in the 
exhibition. The 
note was 
written during 
the planning 
stage of 
curating the 
exhibition and 
highlights how 
opening up 
3DSP, as seen in 
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curators think 
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how the 
technology can 
be used within 
their practice. 
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Alister’s 
accession 
record. He 
accessioned 
his object as a 
copy moving 
away from the 
standard 
labels used to 
create object 
records. He 
was also the 
only curator to 
mark his 
object with its  
corresponding 
accession 
number, 
although this 
number was 
made up.  

Martha’s 
accession 
record. She 
accessioned 
the 3D printed 
pot as a gift 
and with a 
correct 
accession 
number. She 
also lists the 
method of 
production as 
3D printing. 

Clare’s 
accession 
record. She 
gives an 
incorrect 
accession 
number and 
gives no 
accession 
method. She 
also lists the 
location of the 
3D printed 
vase as a 
University 
Building and 
not in a 
museum store 
or gallery. 

Clara’s 
accession 
record. Clara 
has 
accessioned 
the 3D printed 
teething rings 
as a gift and 
lised the 
location of the 
object as 
‘Office’ she 
does not state 
whether this 
office is a 
curatorial 
office located 
in the 
museum. 
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A photograph 
of a full colour 
3D printed 
ivory vase and 
its 
museum 
counterpart 
inside the 
museum 
archive. The 
photograph 
shows how 
the 3D printed 
vase is an 
exact copy 
except of its 
colour. 

This 
provocation 
was designed 
to highlight 
the visual 
differences 
between 
museum and 
3DSP objects. 
It sought to 
get curators to 
think critically 
about why 
they were 
concerned 
about 
integrating 
3DSP into the 
museum. 

A photograph 
from the same 
visual 
experiment. 
The image 
shows the 
museum’s 
ivory vase 
alongside its 
3D printed 
counterpart, 
although this 
time the 
objects 
identifying tag 
has been 
placed on the 
3D printed 
version, to 
prompt 
curators to 
think about 
whether 3DSP 
objects should 
be considered 
as part of the 
museum 
collection. 
Here 3DSP is 
being used as 
a provocation 
to encourage 
curators to 
think about 
how 
technology 
can and does 
impact on 
their practice.  
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Curators at 
Museums 
Sheffield saw 
colour the 
difference in 
colour as a 
lack of 
accuracy, that 
may or may 
not mislead 
audiences.  

 It raises 
questions 
about 
accuracy and 
whether the 
origins of this 
concept lie in 
the form of 
the object or 
its physical 
properties and 
not how it is 
visually 
perceived. 
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 A 3D scan of 
the God of 
Wealth, which 
was used in 
the exhibition 
‘Stories from 
the East: The 
Grice Ivories’. 
The scanned 
object is 
actually a 
topper for a 
larger object 
designed to 
allow people 
to place 
money inside, 
as an offering 
to the God of 
Wealth. The 
decision to 
scan the top 
was so a 3D 
printed 
version could 
go inside a 
donations box 
along with a 
label 
explaining the 
story behind 
the God of 
Wealth. 

A photograph 
of the 
complete 
museum 
object with 
the God of 
Wealth on the 
top. 

A photograph 
of a 3D 
scanned 
statue  
showing the 
damage to the 
statues back. 

A side view of 
the statue 
showing 
scratch marks 
to the face. 
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A photograph of 
the 3D printed 
God of Wealth 
si�ng inside the 
dona�ons case 
alongside 
Chinese money. 

A close up of a 
photograph 
showing the wire 
mesh produced 
from the 3D scan  
of the God of 
Wealth. The wire 
mesh shows the 
complexity of the 
object and where 
the scanner has 
captured the 
most and least 
amount of data.
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These example 
diary page 
explore my 
thoughts and 
ideas relating 
to the first 
exhibition 
concept 
conceived by 
Clare and I.  
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A photograph 
showing a 
failed 3D scan 
of an arm rest. 
The ivory arm 
rest had a 
concave 
surface at the 
base and 
carved insects 
with negative 
space 
underneath.   
The 3D 
scanner 
struggled to 
capture this 
negative 
space, as the 
concave 
geometry was 
greater than 
the scanners 
range. As a 
result bulbous 
geometry has 
been added by 
the software.

The texture 
has been 
removed from 
the failed 3D 
scan of the 
arm rest to 
show how 
inaccurate the 
added data is. 
Curators were 
concerned 
about this 
added data, 
resulting in 
the object not 
being included 
in the 
exhibition. 

This 3D scan of 
an ivory and 
wooden box, 
is an example 
of how scan 
data has 
become 
layered 
creating 
addition 
geometry, as 
evidenced on 
the bottom 
left corner. 
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A photograph 
of the 3D 
scanned 
Handmaiden 
for the Royal 
Lady of the 
West. The 
original 
museum 
object is made 
from  Ivory, 
wood, 
malachite, 
turquoise and 
coral. 

The image 
below is of the 
original 
museum 
object.

A photograph 
of the 3D 
scanned  
Handmaiden 
for the Royal 
Lady of the 
West with full 
texture. When 
compared 
with the 
photograph of 
the actual 
museum 
object it is 
clear how 
much the 
scanning 
process 
changes the 
colour of the 
applied to the 
3D scan. For 
curators at 
Museums 
Sheffield this 
was 
particularly an 
issue, they 
came to 
understand 
the limits of 
the 
technology 
and stated 
they would 
never place an 
3DSP object in 
the gallery 
without 
interpretation.
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A photograph 
depic�ng an 
untextured 3D 
scan of a 
mother and 
child craved in 
Ivory. The 
object was 
scanned not 
because it had 
a significant or 
interes�ng 
story but 
because 
curators 
where 
interested in 
the level of 
detail the 
scanner could 
capture. The 
museums 
statue is 
intricately 
carved with 
folds of fabric 
and the detail 
even extends 
to the carved 
fingernails on 
the mothers 
hand.

A photograph 
depicting a 
textured 3D 
scan of the 
mother and 
child statue. 
Several 
attempts were 
made to 
manipulate 
the colour of 
the texture, 
but it was 
extremely 
difficult to 
reproduce an 
exact colour. 
Curators at 
Museums 
Sheffield 
wanted  to 
have a 
reference 
object with 
accurate 
texture 
applied to the 
object. 
However, this 
was not the 
case when it  
came to 
displaying the 
3D printed 
object in the 
gallery, as they 
could 
distinguish the 
museum and 
3DSP object 
though 
interpretation 
labels. 
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A textured 3D 
scan of an 
ivory statue. 
The texture 
seems to hide 
some of the 
inaccurate 
data forms 
and in the 
case of a large 
texture file, 
the software 
has struggled 
to map 
correctly onto 
the object. All 
of these 
factors work 
on the 
curatorial 
perception 
when 
considering 
3DSP in 
audience 
facing 
museum 
practices. 

The image 
below is of the 
museum 
statue 
currently in 
the ivory 
collection at 
Museums 
Sheffield.

The 3D scan 
on the right is 
another 
example of 
experimenta�
ons to see 
how much 
detail the 
scanner could 
capture and 
where detail 
would be lost. 
The scan 
revealed the 
delicate 
carved chain 
mail, 
fingernails and 
scale pa�ens 
on the figures 
robes but 
struggled to 
capture the 
complete 
geometry of 
the looping 
head dress, 
which during 
the fusion 
phase of 
processing, 
has resulted in 
the form of 
the head dress 
becoming 
bulbous. 
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This 
photograph 
was taken 
during the 
final 
installa�on of 
‘Stories from 
the East: The 
Grice Ivories’. 
It depicts a 3D 
printed 
sec�on of the 
plaque, the 
whole plaque 
is displayed 
above it. The 
3D printed 
sec�on has 
been enlarged 
to allow 
audiences to 
read or 
observe the 
calligraphy. 

A photograph 
depic�ng 3D 
printed and 
enlarged 
symbol of 
Buddhism. The 
symbol was 3D 
scanned and 
printed to 
allow 
audiences to  
observe the 
intricacies and 
story of the 
endless knot. 

A photograph 
of Liu Ji’s 3D 
printed hands. 
Liu Ji is an 
important 
figure in 
Chinese 
history, his 
poetry, 
storytelling 
and skills as a 
war general 
were famous 
across the 
dynasty. Yet 
despite this, 
he was falsely 
accused of 
treason and 
murdered, 
today he is 
known as a 
martyr. His 
hands were 
literally the 
tools of his 
trade and by 
3D printing 
and upscale 
them by x2 we 
can show the 
importance of 
this otherwise 
unassuming 
feature.

A photograph 
of enlarged 3D 
printed insect 
and fish 
details  which 
appear on the 
top of an ivory 
box. 
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The Bri�sh Museum Residency 

A photograph 
of me 3D 
scanning the 
Cornell-Cael 
Bell cover with 
its curator 
Naomi. As she 
watches the 
captured data 
appear on the 
screen and  
comments on 
how its like 
watching and 
object being 
brought to life. 
Curators from 
both 
Museums 
Sheffield and 
The British 
Museum 
spoke of 
similar things 
as they 
watched or 
engaged with 
the 3DSP 
process. 
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 Photographs of the 'The Curators Box’ made for The Bri�sh                      
 Museum Residency.  ‘The Curators Box’ went through several                 
 itera�ons and designs before it was considered ready for the    
 residency. The design of the box was based on museum boxes and 
 draws found in the museum archive. Curators were allowed to add  
 to, personalise and keep their box for the dura�on of the residency. 

 Each box related to a real life project at the museum and as a result
 the data recorded inside the box related to real-world circumstances,
 objects and ques�ons curators had about introducing and using
 3DSP with their prac�ce.

Photographs 
showing ‘The 
Curators Box’ 
before and 
after the 
residency. 



87 88

 Photographs of the 'The Curators Box’ made for The Bri�sh                      
 Museum Residency.  ‘The Curators Box’ went through several                 
 itera�ons and designs before it was considered ready for the    
 residency. The design of the box was based on museum boxes and 
 draws found in the museum archive. Curators were allowed to add  
 to, personalise and keep their box for the dura�on of the residency. 

 Each box related to a real life project at the museum and as a result
 the data recorded inside the box related to real-world circumstances,
 objects and ques�ons curators had about introducing and using
 3DSP with their prac�ce.

Photographs 
showing ‘The 
Curators Box’ 
before and 
after the 
residency. 



89 90



89 90



91 92



91 92



93 94

Thomas’s 
curatorial flow 
chart includes 
references to 
the other 
museum 
interpretation 
strategies. His 
comments 
also allude to 
uncertainties 
over creative 
commons and 
the need to 
print the 
entirety of the 
object 

These example 
curatorial flow 
charts where 
completed by 
curators at 
The Bri�sh 
Museum, they 
show how 
curators would 
curate 3DSP 
and the 
comments 
they added to 
their flow 
charts 
interven�ons.

 Alexandra 
used tracing 
paper to add 
addi�onal 
comments to 
her 
interven�on. 
Highligh�ng 
there is more 
than one way 
to curate 3DSP 
objects. Her 
flow chart 
relates to the 
cura�on of 2  
3D printed 
drinking 
vessels 
des�ned for 
an exhibi�on 
in Harvard. 
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The curatorial 
flow charts 
rela�ng to the 
3D print 
revealed  
perceived 
rela�onships 
between 3DSP 
artefacts and 
museum 
objects.  

The curatorial 
flow chart 
interventions 
also show the 
how curators 
question the 
processes of 
curating with 
3DSP. The flow 
chart 
interventions 
on the right 
contains 
question 
marks, which 
show how 
curators can 
be unsure of 
some of the 
3DSP 
processes 
especially 
given the 
novelty of the 
technology. 
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A collec�on of 
3D scans 
completed 
during The 
Bri�sh 
Museum 
Residency.  
Scans 4,7 and 
9  are of the 
metopes and 
Parthenon 
friezes 
scanned to 
help and 
support the 
Greek team in 
the their own 
scanning 
project.

Scan 6 is a 
treasures find 
and had not 
yet been 
accessioned 
into the 
collec�on. It 
was 3D 
scanned to 
help scien�sts  
examine the 
twist work. 

The 3D scans 
displayed here 
represent the 
breadth of the 
objects 
scanned from 
The Bri�sh 
Museum. The 
research 
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scans 
produced span 
several  sub-
collec�ons, 
curatorial 
departments. 

 Scan 8 is one 
of seven scans 
produced as 
part of a joint 
project with 
The British 
Museum and 
The Victoria 
and Albert 
Museum 
(V&A). The 
project sought 
to develop a 
digital 
resource for 
curators at 
The British 
Museum and 
The V&A 
Museum as 
the collection 
of 7 objects is 
split across the 
two museums.

Scan 12 is of 
the Votive 
Offering, a 
stone 
inscribed with 
several 
historical 
languages. The 
object was 3D 
scanned 
because its 
curator was 
interested in 
exploring 
multi-layered 
interpretation 
using the 3D 
visualisation 
platform 
SketchFab. 
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An image of 
the 3D 
scanned 
Gayer-
Anderson Cat. 
This project 
used both CT, 
X-ray and laser 
scans to 
explore the 
produc�on of 
the cat as both 

stas 1  century 
BC object and 
a 1930s object 
due to its 
extensive 
repair during 
this period. 
The mul�ple 
scans were 
layered to 
provide a 
complete CT 
type scan 
including 
texture. 

The 3D scan of 
the Gayer-
Anderson cat 
on the left is 
how the 
colour came 
out on the first 
try. Its hue 
makes the cat 
appear as if it 
is made of a 
copper-based 
material 
rather   than 
bronze and its 
vastly different 
to the original 
cat seen 
below. The cat 
on the left has 
a more 
accurate 
colour and 
was achieved 
by 
manipulating 
the hues, 
saturation and 
contrasts of 
the base, 
middle and 
highlight tones 
on the texture 
map. 
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Basse-Yutz 
Flagons 
project sought 
to recreate 
accurate 3D 
replicas for the 
Moselle 
Museum. The 
project is �ed 
to discussions 
round 
authen�city 
and authority 
as  currently 
the museum is 
deba�ng how 
these 'loans' 
will be 
managed and 
who will have 
access to the 
physical and 
digital objects. 

Capturing 
accurate 
geometry was 
extremely 
important for 
this project as 
any ‘false data’ 
would appear 
in the 3D 
print. The 
extra data 
appearing on 
the flagons 
stem and base 
had to be re-
scanned and 
digitally 
removed or 
fixed. 

The completed 
3D scan of the 
Basse-Yurtz 
Flagon. The 
yellow shapes 
appearing on 
the stem and 
spout are 
inlaid coral 
and the only 
thing keeping 
them in place 
is pressure. 
The delicacy of 
the object is 
one of the 
main reasons 
why loan 
requests for 
the object are 
denied.  

The image 
below is a 
photograph of 
the actual 
museum 
object. 
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These images 
represent the 
design phase 
of the 
exhibi�on ‘An 
Object in 
Transi�on’. I 
was interested 
in exploring 
how 3DSP 
moved 
through the 
museum 
space, their 
changing 
meaning and 
perceived 
value. I was 
keen to play 
with the idea 
of space, so I 
could explore, 
ques�on and 
bring new 
ideas to the 
surface. For 
me the 
process of 
designing and 
staging the 
exhibi�on was 
part of my 
research 
process. I was 
able to draw 
upon my 
curatorial 
background as 
well as play 
with the 
concept of 
museum 
cura�on.  
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An Object in Transition 

An Object in Transition. 

Is an installation that visualises each stage of the 3D printing process. 
It documents how a museum object transforms and manifests as it 
is 3D scanned and printed. It seeks to question the role and position of 
3D scanned and printed museum objects. 

The exhibition 
information 
cards were 
given to 
audiences 
before 
entering the 
gallery space. 
The 
statements on 
the front (top) 
and back 
(bottom) 
aimed to serve 
as a prompt 
for audiences 
to think about 
what 3DSP 
museum 
objects are 
and the 
transitions 
they go 
through we 
move them 
through the 
museum 
space.

The image on 
the left is a 
work in 
progress 
design for ‘An 
Object in 
Transition’. I 
used these 
rough designs 
to explore 
space, layout 
and 
movement. 
Here I am 
interested in 
how audiences 
will move 
between the 
depictions of 
the 3D prints 
and quotes. 
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Photographs 
from ‘An 
Object in 
Transition’ an 
exhibition 
devised to 
examine how 
the 3DSP 
process 
changes 
museum 
objects both 
perceptually 
and physically. 
The exhibition 
made the 
3DSP process 
visible and 
visualised 
each stage of 
the 3DSP 
process and 
posited each 
process as a 
museum 
object 
alongside 
quotes from 
curators. The 
exhibition 
sought to  
challenge 
people to 
think about 
what could be 
a museum 
object and 
how 
technology 
changes our 
understanding 
of this 
concept. 
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3D is a form of free
 play that breaks the
 linear nature of the

 museum 

We don’t have any
 problem with saying

 a photocopy...
so like 3D printer copy?

 I wonder if language
 has to catch up? 

It feels intimate
 being able to move

 and rotate the object
 on a screen makes it 

feel like it is actually there 

The quotes 
listed on the 
right are a 
small sample 
of the quotes 
used in the 
exhibition. 

The curators 
quotes were 
used as a 
means of 
prompting 
both myself 
and audiences 
to think 
critically and 
reflect upon 
the how 3DSP 
museum 
objects impact 
on our 
understanding 
of the 
‘museum 
object’. 

The quotes I 
chose 
represented 
political, 
linguistic, 
social, and 
philosophical 
questions 
raised by 
curators.

As the design of 
the exhibi�on 
progressed, I 
became interested 
in how these 
object 
transforma�ons 
affected our 
understanding of 
the ‘museum 
object’. For 
example how do 
we respond when 
digital processes, 
maps and 
instruc�ons are 
posited as or part 
of a museum 
object. 

The images on the 
right are digital 
instruc�ons, 
including the co-
ordinates the 3D 
printer used to 
create a copy of 
The Ringlemere 
Cup. By 
posi�oning such 
data as part of the 
museum object, 
and alongside 
quotes from 
curators, the 
exhibi�on seeks to 
ques�on what a 
museum object 
can be as well as 
the value theses 
‘new’ objects 
have. 
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The aim of 
visualising each 
stage of the 3DSP 
process was to see 
the changes these 
objects go through 
and explore the 
impact this has on 
our understanding 
of museum 
objects. Here  I am 
employing 
cura�on as a 
research method, 
visually 
reinterpre�ng data 
in order to tell and 
explore a story in 
more detail.  

The separa�on 
and staging of 
each 3DSP process 
posi�oned theses 
data forms as 
objects in their 
own right. It 
caused audiences 
and myself to 
think cri�cally 
about what 
museum objects  
can be, as well the 
impact these new 
‘museological 
objects’ have on 
the museum. 

The exhibition 
‘Object in 
Transition’ 
allowed me to 
explore 
complex 
questions 
relating to my 
research. 

I remember 
walking 
through the 
exhibition 
asking 
questions 
about data, 
version 
control, and 
reproducibility 
to myself. In 
essence 
curating the 
exhibition 
allow me to 
examine the 
impact 3DSP 
has the 
curatorial role, 
while the 
actual 
exhibition 
served as a 
sounding 
board for me 
to ponder, 
discuss and 
question new 
ideas. 
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Neil 
photocopied 
and added his 
own notes and 
reflections to 
his ‘Curators  
Box’. The 
addition of 
this type of 
information 
reveals new 
insights to not 
only how to 
work with 
3DSP but also 
the associated 
information 
for 
documenting 
3DSP objects. 

Thomas was 
keen to 
explore how 
3DSP could 
help to reveal 
the polysemy 
of the Vo�ve 
Offering and 
added maps, 
transla�ons 
and 
inscrip�ons to 
his ‘Curators 
Box’ to show 
the kind of 
informa�on he 
wished to add 
to the 
interpreta�on 
points on the 
3D scan of the 
Vo�ve 
Offering.

These images 
represent 
some of the 
drawings and 
extra 
informa�on 
added by 
curators to 
‘The Curators 
Box. 

Julia created a 
number of 
drawings, 
including one 
where she 
illustrates 
what the 
Basse-Yurtz 
Flagons are. 
Her drawings 
are not just 
factual but 
show how 
much she 
admires these 
objects. 
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The design 
phase of 
‘Frustrating 
the Linear’ 
involved 
designing 
multiple 
exhibition 
concepts that 
explored and 
made visible 
the archive. I 
was interested 
in examining 
how the 
archive 
structures 
data. I wanted 
to create an 
exhibition that 
allowed me to 
present my 
findings from 
The British 
Museum 
whilst also 
progressing 
my 
understanding 
of the 
findings. 
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to

The image 
overleaf is a 
rough design for 
the final concept 
for ‘Frustra�ng 
the Linear’. The 
aim of the 
exhibi�on was to 
explore the 
rela�onship, 
categorisa�ons 
and connec�ons 
between 
museum data. In 
the ini�al stages 
of cura�on it 
was thought that 
by visually 
layering data 
outside of the 
museums 
systems new 
understandings 
could be made. 

Prior to installing 
the exhibi�on, I 
experimented 
with layering 
images from The 
Bri�sh Museum’s 
database. The 
act of layering 
and re-layering 
images served as 
a method of 
finding 
rela�onships 
between data 
sets. I presented 
this explora�on 
in a physical 
form by crea�ng 
a prototype of 
the exhibi�on 
concept. It was 
through this 
process that the 
idea of trea�ng 
the hanging of 
work as an act of 
curatorial 
performance 
came about.
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British Museum's cup runs over  
Maev	Kennedy,	arts	and	heritage	correspondent	

Thu 26 Jun 2003 14.08 BST First published on Thu 26 Jun 2003 14.08 BST  

 
Precious find: the Ringlemere Cup, a Bronze Age golden cup unearthed by a metal detector 
enthusiast in Kent. Photo: PA  

The Ringlemere Cup, a masterpiece of prehistoric gold found in a Kent �ield 18 

months ago, has been bought by the British Museum for £270,000 and will be the 

star of a spectacular touring exhibition.  

The cup is still crumpled, mangled by ploughing which had �lattened the burial 

mound where it was hidden around 1600BC.  

However, a 3D computer reconstruction has revealed its sensuous beauty. It is taller 

and more shapely than the archaeologists assumed, with a narrow waist.  

The Ringlemere Cup is one of only �ive such artefacts found in Europe. They are 

believed to have been intended for practical use, beaten from single sheets of gold. 

The cup was found in 2001 by Cliff Bradshaw, an amateur metal-detector enthusiast. 

He will share the money paid by the museum with the landowner.  

The cup has been described as a �ind which rewrites history. Yesterday the British 

Museum's director, Neil MacGregor, described it as "a remarkable birthday present" 

for the museum's 250th anniversary.  
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The images 
overleaf and 
on this current 
page 
represent my 
a�empts of 
layering 
museum data 
for the 
Ringlemere 
cup. The 
system for 
choosing 
which images 
to layer was 
an organic 
one, I selected 
an images 
based on 
colour, form, 
layout, and 
content, 
placing images 
next to, on top 
off and 
underneath to 
create 
networks of 
previously 
unrelated 
data. I added 
in data that 
was not in the 
museums 
systems, such 
as my own 
images and 
exhibi�ons 
and posi�oned 
them 
alongside 
‘approved 
museum data’ 
in an a�empt 
to disrupt our 
no�ons of 
value with the 
systems of 
data 
catagorisa�on
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underneath to 
create 
networks of 
previously 
unrelated 
data. I added 
in data that 
was not in the 
museums 
systems, such 
as my own 
images and 
exhibi�ons 
and posi�oned 
them 
alongside 
‘approved 
museum data’ 
in an a�empt 
to disrupt our 
no�ons of 
value with the 
systems of 
data 
catagorisa�on
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This page le� blank. 

These 
photographs 
show different 
perspec�ves 
of ‘Frustra�ng 
the Linear’, 
including a 
working 
curators desk 
and the 
physical 
museum 
archive.
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of ‘Frustra�ng 
the Linear’, 
including a 
working 
curators desk 
and the 
physical 
museum 
archive.
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