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The cover image shows a visitor  
to Nottingham Castle using a  
virtual reality app to enhance  
their experience of the Castle’s 
exhibition on the dramatic riots  
of 1831. The project was supported 
by the Digital R&D Fund for the Arts 
and was a collaboration between 
Nottingham Castle, HotKnife Digital 
Media, Nottingham Trent University 
and the University of Nottingham.  
Find out more at:  
nottinghamcity.gov.uk/Riot1831 
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Another year into the digital 
millennium, and technology, 
ever evolving, ever more mobile, 
continues to bring extraordinary 
changes to the way that we 
access knowledge, develop 
business and enjoy life. For the 
arts, intertwined with all these 
pursuits, the challenge is to pick 
up the pace further; to set 
some markers on our progress 
and to have the vision to look 
ahead. We should be at the 
forefront of this revolution. 

Welcome
Sir Peter Bazalgette  
Chair, Arts Council England
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We’ve got some way to go to 
catch up, but we are making 
progress. The leap forward in 
distribution is exciting. Recently, 
I was privileged to see the Royal 
Shakespeare Company, working 
with Ravensbourne, University  
of London, broadcast Love’s 
Labour’s Lost to some 13,000 
schoolchildren across the country. 
Arts and cultural broadcasts are 
now a strong growth area 
among cinema audiences.  
We need to find ways to earn 
more from the digital dividend, 
so I’m pleased that Arts Council 
England has taken the step of 
investing in the development  
of a YouTube channel for arts 
organisations. Aggregation of 
resources will add value to all.

Data is another area we’ve  
been coming to grips with.  
We have recently completed 
funding agreements for our  
new Portfolio that include 
requirements on data gathering 
and sharing. If properly 
implemented, data sharing  
can make a huge difference to 
our knowledge about audiences, 
and ourselves — knowledge  
that is essential to promoting 
diversity and opportunity. There 
are barriers to be overcome,  
but we will see this through.

In this magazine from the Digital 
R&D Fund for the Arts you will 
read about a range of fascinating 
and progressive digital projects 
across arts, culture and beyond. 
Great projects are only possible 
when there are passionate and 
visionary people. So, alongside 
hearing about technology and 
strategy, you can read about  
the people who are making 
things happen.

The arts in this country produce 
some of the best and potentially 
most valuable content in the 
world. Technology needs that 
content; it also needs the 
creative flair that we have.  
Once upon a time, the true  
place of learning was the 
museum, the laboratory,  
and industry. The arts are a 
laboratory in which we bring 
ideas to life; our museums are 
full of inspiration; our theatres 
and concert halls are alive with 
talent. We are in the schoolroom, 
and in the community. Through 
partnership in the Digital R&D 
Fund for the Arts, we want to 
see this creative energy married 
with technology, so that each 
enhances the other.

Engagement is vital for the 
future strength of our arts  
and cultural organisations.  
It’s important in terms of the 
aesthetic possibilities it offers;  
in its opportunities for increased 
distribution, and in the ways  
it can help us understand our 
audiences and develop new 
revenue streams.

There are many insights. We 
hear from Martin Roth and Kati 
Price how digital plays a part  
in the v&a, as it continues to 
evolve. Gerfried Stocker from  
Ars Electronica shares what this 
leading digital arts organisation 
has learnt over 35 years. 
Pottermore’s Anna Rafferty  
and Adrian Hon from Six To Start 
reveal what they’ve discovered 
by making work at the leading 
edge and where they themselves 
go for inspiration. 

There are also stories from the 
R&D Fund’s projects. Aardman 
Animations and Bristol Museums 
talk about The Hidden Museum, 
comics, coding, dancers and 
drones feature as we hear from 
Electricomics, Sonic Pi, Respond 
and Project Daedalus. 

Finally, I would like to draw your 
attention to four big themes 
emerging from the work of the 
R&D Fund which are already 
impacting arts and culture and 
will continue to have significant 
potential in the coming years. 
New business models, making 
more of data, accessibility and 
experiences designed for mobile 
are all major opportunity areas 
for our sector. Therefore you will 
find these themes explored both 
here and also in the films and 
guides available on the Digital 
R&D Fund for the Arts website. 

—

artsdigitalrnd.org.uk 

—

@digitalrnd 
#artsdigital

—
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For v&a Director Martin Roth, 
digital isn’t something separate 
to the museum’s core purpose  

— it’s integrated into everything 
that the organisation does. 
Whether it’s the planning of 
exhibitions or bringing archives 
out into the open, the audience 
being considered is never just 
the physical gallery-goer. Instead, 
Roth also wants to engage with 
researchers, social media viewers 
and overseas website visitors 
who may never set foot in the 
grand halls and gallery spaces  
of this 19th century exhibition 
space.

“Talking about digital is a bit like 
talking about paper or ink for 
me,” says Roth, who joined the 
organisation in 2011 from the 
Dresden State Art Collections  
in Germany. “I have been on this 
road for 30 years and have seen 
a lot of changes in technology 
and expectations around it.  
I think it is a question of 
combining digitised objects  
with the real three-dimensional 
objects. It adds life to all the 
objects in our collections and 
asks a lot of questions. It is not 
one idea, it is hundreds.” 

Roth cites the ability to dig deep 
into the v&a archives as one of 
the strengths of the museum’s 
digitisation, with projects such 
as the object randomising 
Spelunker highlighting how this 
can work. Spelunker throws up 
items from the v&a database, 
encouraging exploration and 
exploitation of the museum’s  
api, the system by which third 
parties can access its collections 
data. Similarly, the v&a’s current 
exhibition on modern democracy, 
All of This Belongs To You, mixes 
physical objects with digital 
curation to allow projects such 
as James Bridle’s Hyper-Stacks 
(hyper-stacks.com), yet another 
way to explore the museum 
archive.

“There is not one digital strategy,” 
says Roth, “there are thousands. 
When I was in Dresden we put 
the collection on Second Life. 
Everyone thought I was a lunatic. 
But in terms of marketing it was 
brilliant. It was really exciting. It 
sounds so old fashioned now, 
but it was really worth it. There 
is no pioneering as such any 
more, as the technology we 
have in our pockets and keep by 
our bed at night is so powerful 
and so exciting in itself.”

The power of mobile technology 
and the Internet have 
undoubtedly shrunk the world, 
which means that the v&a is far 
more than a beautiful building in 
Kensington. Its exhibits are 
dipped into and talked about 
from afar, as Roth often 
discovers. 

The  
Global 
Museum

The reach of the V&A 
now stretches far 
beyond its imposing 
Victorian building in 
Kensington, with digital 
engagement outstripping 
physical visits by four to 
one. Iain Aitch talks to 
Director Martin Roth 
and Head of Digital 
Media Kati Price,  
who shed some light  
on the museum’s  
vision and approach.

1
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“I travelled with a delegation  
to Kenya and Congo recently,” 
he says. “People had a huge 
amount of knowledge about the 
v&a. People were talking to me 
about fashion and the Alexander 
McQueen show we have on —  
information is no longer focused 
or located in one place.”

Roth acknowledges that not 
everyone wants to be interacted 
with on a visit to a museum, so 
there is also a desire on his part 
to keep some areas of the 
building for quiet enjoyment of 
the displays. “The v&a is such a 
big institution that if someone 
wants to sit down in a gallery 
and meditate in front of an 
object then they will find that 
spot,” he says. “If someone 
wants to get online amidst a 
noisy, vibrant crowd then they 
will find that too.”

Satisfying such diverse needs, 
both online and in the museum’s 
physical space, is the 
responsibility of the v&a’s Head 
of Digital Media, Kati Price. 
Heading up a team of 11 that 
works across the museum, Price 
also manages relationships with 
freelancers and outside agencies 
to ensure that the museum’s 
response is both creative and 
technically up to the minute. 

“Our origins were as a website 
team,” she says. “Now we  
look across all digital, from 
engagement to content and  
user experience online or in  
the building.” Price is keen  
that the user has the chance  
to experience the V&A fully  
from their very first interaction, 
whether that is online or, as  
is more likely with tourists,  
in person. 

“I think people who come to the 
v&a aren’t necessarily prepared,” 
she says. “I don’t think they 
always have a sense of who we 
are, what we do and how that 
relates to their interests. Because 
our collections span such a 
massive breadth it can be 
overwhelming. My vision is that 
we bring stories to life, both 
online and in the museum. That 
is how we make those ‘wow’ 
moments, where people realise 
their personal relationship to 
objects; digital can help to shrink 
the distance between people 
and objects.”

As well as concentrating on the 
flow of data to and from the 
museum, Price is charged with 
examining how the information 
is being accessed. Smart phones 
offer the chance to get away 
from the pre-loaded audio guide 
and introduce more interactivity, 
but this comes with its own 
problems. Overseas visitors, for 
example, are often loath to use 
their phones in the gallery in 
case they incur data roaming 
charges.

“There are pros and cons to 
giving devices out or people 
using their own,” says Price.  

“So there is a lot of user-centred 
design that goes into producing 
any digital element. We are also 
looking at beacons that trigger 
content throughout the galleries. 
You have to think about 
infrastructure and service design 
and implications on staffing. In 
the Brooklyn Museum they have 
staff answering questions on an 
app, and they are situated in the 
lobby area, which brings visibility 
to the expertise you have in the 
building.”

1· James Bridle’s commission  
‘Five Eyes’ in the v&a’s Tapestry 
gallery, part of All of This Belongs  
to You (1 April — 19 July 2015).  
© Peter Kelleher / Victoria & Albert 
Museum, London 2015.

2· v&a main entrance.  
© Victoria & Albert Museum.

3· The Renaissance City 
(1350 — 1600) gallery at v&a.  
© Alan Williams Photography.

4· A neon sign in the v&a’s grand 
entrance introduces the All of This 
Belongs to You exhibition © Peter 
Kelleher / Victoria & Albert Museum, 
London 2015.

5· Butterfly headdress of hand-
painted turkey feathers, Philip  
Treacy for Alexander McQueen. 
Model: Alana Zimmer.  
© Anthea Simms.

“Digital can help  
to shrink the distance 
between people  
and objects.”
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www.vam.ac.uk 
va.goodformandspectacle.com
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Visitors outside of the building, 
naturally, receive as much 
attention from Price’s team as 
those who make a physical visit. 
The v&a website attracts four 
times as many visitors as the 
museum — which in 2014 
welcomed over 3 million people 
 — and they come from all over 
the world, as well as from all 
kinds of sources. 

“We get large numbers from 
Reddit and the online knitting 
community, Ravelry,” says Price. 

“It is really interesting to see 
different, sometimes playful, 
interpretations of our collections. 
It makes us less didactic,  
as there is some weird and 
wonderful stuff out there,  
like the huge spike in traffic  
we got from a picture of the  
first example of someone 
wearing socks and sandals.”

The v&a has shared its  
collection data online since  
2008. Price thinks that such 
moves are essential to keep  
the conversation around the 
museum and its artefacts  
going, as well as being part  
of a public service brief.

“We have a duty to provide 
access, but at the same time  
a lot of our collections are  
a commercial resource,” she  
says. “I would love to see people 
creating stuff from our 
collections, though. Maybe not 
just printing stuff out at home, 
but creating their own digital 
work from the collection. To  
an extent this is what is explored 
in Savage Beauty, drawing 
connections between our 
archives and McQueen’s work. 
He was inspired by the museum, 
so we’ve worked with curators 
to show objects that relate to  
his work.”

Digital, then, is integral to  
the v&a’s mission to inspire, 
educate and entertain its now 
global audience. Or as the 
organisation’s well-travelled 
Director puts it: “It is part  
of our thinking.” 

2
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First Person / Anna Rafferty

My work involves thinking  
about technology, art and 
content, and how they work 
together to create delightful 
experiences. After ten years  
at Penguin and a year as a 
consultant, Pottermore continues 
a journey for me from traditional, 
territory-based publishing to 
thinking globally — it’s about  
a different kind of storytelling.

For me, the technology has 
always been something to scale 
a story or something to facilitate 
it. But it can also be a creative 
prompt, because you can do 
things using digital technology 
that you couldn’t necessarily do 
in a more linear storytelling 
environment. 

I always think about ‘digital’ in 
inverted commas. Because part 
of it is about technology but part 
of it is also about a philosophy,  
a frame of mind — it’s being 
iterative and experimental and 
not having a ‘pack and ship’ 
mentality.

Digital publishing is not digital 
publishing anymore — it’s just 
publishing. That’s been true for  
a while, actually; it’s business  
as usual, it’s just another. Just 
another place you might find 
talent; just another place where 
you’ll talk to your readers or 
audience; just another way  
for a writer to connect with  
their audience; just another 
format —  like paperback or 
hardback — to make a  
decision on.

Every few years there’s another 
mystery, in either digital 
marketing or digital publishing 
and product development.  
There are gurus or experts  
who’ll come into an established 
business and talk in stereotypes, 
and they’re intimidating to 
people who feel like, oh my  
God, there’s a whole thing that  
I don’t understand.

Questions like, ‘Is it really good 
for this format, do my readers 
really like it, is this the best way 
to tell the story that my author 
wants to tell?’ — they’re still  
the right questions. And so  
are questions like, ‘How much  
is it going to cost?’ and ‘How’s  
it going to make money?’. It’s a 
liberating moment when people 
realise that. 

There’s no point at all being  
a leader, charging into the  
new, being over the hills and  
far away, if there’s no-one with 
you. So dedicating time to 
teaching and explaining is as 
important as doing. You have  
to demonstrate and help people 
understand; you can’t work on 
your own, you have to be 
collaborative. 

Anna Rafferty is Chair of 
Culture24 and Director of 
Product, Creative and Content 
at Pottermore — the online 
Harry Potter experience. She 
has worked at the forefront  
of digital publishing for over  
12 years and was previously 
Managing Director of  
Penguin Digital.

“There’s no point  
being a leader if  
no-one’s with you.”
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Learning  
Theme:  
Data
To explore the first of  
the four major themes 
from the Digital R&D 
Fund for the Arts we 
speak to artist Julie 
Freeman, who leads  
the Open Data Institute’s 
Data as Culture art 
programme.

The Digital R&D Fund for the  
Arts has supported over 50 
projects in the last two and  
a half years. That portfolio of 
projects is incredibly diverse, 
representing the broad range  
of opportunities and questions 
that exist with regards to  
how the arts can use digital 
technology to support the 
growth of both audiences  
and organisations themselves. 

Within that diversity, there have 
been four big themes that have 
emerged, one of which is data. 
Whether big or small, our own 
or that of our audiences, data  
is everywhere. We live in a data 
age. An unprecedented amount 
of information is being created 
and shared through digital 
channels and through our 
devices. Businesses are using it 
to improve their products; artists 
are using it as the basis of their 
practice; people are using it to 
inform their lifestyle choices.

But in a world where there is so 
much noise, how do we identify 
the signal? How do we even 
know what we have and then 
what to do with it? How does 
data turn into insight?

Download a  
guide to working  
with data from:  
artsdigitalrnd.org.uk

1

1· Julie Freeman.  
© Ryan Lash / ted.

2· Lepidopteral — a 
kinetic artwork by Julie 
Freeman that responds 
to environmental data 
fluctuations.
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For artist Julie Freeman, data  
is material. Over nearly 20 years, 
she has worked in the areas of 
visual, audio and digital art, 
exploring how science and 
technology shifts our perception 
of, and relationship with, the 
natural world. She calls this 
process ‘translating nature’  

— and it’s digital data that 
provides the language  
to communicate her ideas.

“I’d call myself an advocate  
of the way that people collect, 
use, understand and learn from 
data,” she says. “I see data as  
a fundamental part of what  
I do — and I love it because  
it’s everywhere.”

Just like physical materials,  
of course, data comes in many 
forms. Getting to grips with  
this fact, believes Freeman,  
is fundamental to learning  
how to mine the wealth  
of knowledge available.

“It’s really imperative that we all 
understand the different types  
of data,” she says. “Is it real-time 
shared data; are you looking at 
archived, historic, closed data; 
are you looking at open data 
that has been verified and is up 
to date and always growing?”

“There’s all these different ways 
of describing data because it  
has all these different behaviours 
and properties. I’m interested  
in trying to work out how  
that language around data  
is developed — as an artist,  
I want to be able to describe 
really thoroughly the material 
that I’m working with.”

A good example of that process 
of drilling down into different 
types of data can be seen in 
Freeman’s pioneering 2005 
project, The Lake, which culled 
live data from the movements  
of electronically tagged fish  
to generate music and visuals.

“I’m particularly interested in 
real-time data from a biological 
origin,” explains Freeman.  

“And I think that real-time data  
is very much going to have an 
increasing value; historic data  
is being collected and added  
to all the time, but the here  
and now is what we’re really 
interested in. That’s what’s 
driving culture.” 

For The Lake, Freeman  
created her own data, but she  
is equally interested in working 
with existing data sets. Her  
2014 online artwork We Need  
Us used live data generated by  
the million-plus contributors  
to the citizen science website 
Zooniverse, creating an animated 
landscape that explored the 
characteristics of data itself —its 
fragility, growth, speed — rather 
than the information it contains. 

“Underlying everything I do is  
the fact that we can translate 
nature using data in a way that 
we can’t do with our own 
sensory abilities,” says Freeman. 

“Technology gives us a way to 
delve further into the world  

— it’s all about understanding  
the world in new ways.”

We Need Us was a co-
commission by The Space and 
the Open Data Institute, and 
when not making her own work, 
Freeman also leads the Data  
as Culture art programme at  
the odi. She’s also studying  
for a PhD in Media and Arts 
Technology. Founded in 2012  
by Tim Berners-Lee and Nigel 
Shadbolt, the odi is a non- 
profit, independent company 
committed to making data 
accessible and easy to use  
and share. 

“Data in itself isn’t a new thing  
at all, but it’s the relationship 
with digital that has changed  
it and potentially opened it up  
to everyone, rather than just the 
statisticians,” explains Freeman. 

“There are massive challenges 
ahead in this area, both in terms 
of big corporations trying to  
lock things down, and with 
issues around privacy.

“For me, the only way to  
think about the future is  
that it needs to be open;  
open sourced or open data  
so that it’s still available and  
we still have a digital history.  
Otherwise, there’s the danger 
that it’s just going to be lost.” 

2

“The only way to think 
about the future is  
that it needs to  
be open; open  
sourced or  
open data.”
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The  
Business  
of Change

Piers Linney, co-ceo  
of cloud-based it 
provider Outsourcery 
and a former Dragon’s 
Den ‘dragon’, discusses 
rates of change, 
entrepreneurship and 
social responsibility  
with David Kettle.

The arts sector is not alone  
in having to deal with 
unprecedented rates of change. 
The seemingly accelerating 
evolution in technologies, 
devices and platforms, along  
with changes in user behaviour 
and expectation, mean that the 
environment that all kinds of 
organisations and industries  
are working in is moving very 
fast. Entrepreneur and Nesta 
Trustee Piers Linney sees this 
every day.

“Technology is moving from a 
technical purchase of hardware, 
software and support to a 
service. You don’t care how 
Facebook or Skype work —  
and even if you were paying  
for them, you still wouldn’t  
care. You’re using them as a 
service. And you want them  
to work for you.”

Linney is clear about what he 
calls a ‘systemic change’ in the 
way that technology solutions 
are being deployed in business. 

“The model of having an 
individual island infrastructure 
that you have to upgrade and 
rebuild every couple of years  
just doesn’t work.” Instead, he 
says, we’re increasingly moving 
towards cloud working, which  
is the focus of Outsourcery, the 
business he co-founded in 2007 
and of which he’s co-ceo.

The key to the move to the  
cloud is, he says, the fact that 
technology is unstoppably 
evolving and advancing.  

“The rate of change and upgrade 
is increasing massively, and  
with the rising demands for 
computing power and storage,  
it means that you can’t rely  
on these little islands of 
infrastructure that companies 
have in their basements or data 
centres.” He acknowledges that 
it’s taken a huge investment to 
launch Outsourcery in the way 
he wanted. “It was about £30 m 
just to get it started. But to be 
credible in what we do, it takes 
a huge upfront investment.  
The incumbents, even the big 
companies, are not really making 
that scale of investment. Which 
is why you need entrepreneurs, 
people like us, who are happy  
to take that risk.”
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There’s a whole other —  
although not unconnected  

— side to Linney’s activities, 
however. For a start, he was 
delighted to be asked to take 
part in tv business investment 
show Dragons’ Den, but not for 
personal fame. “I wanted to be 
visible, because you don’t see 
many people like me in business, 
especially in one of the investors’ 
chairs. I wanted to be seen as  
a role model in some ways,  
as someone from a minority 
background, someone who’s 
done all right, and a bit of  
a tech champion as well.”

Indeed, he’d previously been 
approached by the government 
to be a business role model to 
young people. “I thought, why 
do you want me? But then I 
thought, actually I’m a mixed-
race kid who failed the 11+,  
went to a comprehensive school, 
and went on to work in the city 
as an investment banker. Then  
I asked myself: how do I actually 
help other people?”

His solution is workinsight.org, 
an online platform to marry 
young people seeking work 
experience with businesses  
large and small that are happy  
to offer it. “There’s been a 
massive demand in work 
experience, with schools, 
colleges and job centres asking 
for it, and all the research shows 
that if you have workplace 
experience you’re more likely  
to get into decent work and 
earn more money. 

“But supply has been stagnant.  
As an entrepreneur, if you see 
massive demand and limited 
supply, that’s typically where  
you can make money. But 
obviously I’m not interested  
in making money here — this  
is a social issue, so I asked 
myself: how can I do something 
about it? The simple answer  
is to create a digital platform, 
essentially a mobile app,  
to connect job seekers and 
young people with employers, 
but with no selection criteria  
at all.”

That last point is key to Linney’s 
vision of workinsight.org’s social 
value. “One of the huge barriers 
to social mobility is the fact  
that if you’re born in a certain 
postcode or go to a certain 
school or are in a certain wealth 
bracket, it’s very hard to break 
out of that into a new one.”

The potential benefits for  
young people are clear,  
but Linney is keen to stress 
advantages for employers too.  

“I always say techology is male, 
pale and stale, and if you can 
reach out into a much broader 
talent pool, the chances are you 
can do something about that 
and increase diversity.”

Combining entrepreneurial flair, 
social responsibility and an eye 
for innovation, Linney’s story  
is one of seeing technological 
change as an asset, not an  
issue. It’s clearly an approach  
the fast-moving, dynamic world 
of the arts can invest in. 
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Zombies, Run! came out of a 
lunch that I had with the writer 
Naomi Alderman. I’d wanted to 
make a running game for a long 
time, I just thought it was an 
obvious idea. Originally it didn’t 
have a story, it was just a game; 
it was Naomi who mentioned 
the whole zombie thing.

If I’m going to make something 
that has a story, then I want to 
have the best story I can get. 
That means working with the 
best writers, and when you’re 
doing that you’ve got to 
accommodate the way they  
do things.

There’s no set formula for 
generating ideas — it changes 
every time. People rarely have 
the idea at work — it’s usually  
in the shower or somewhere like 
that. They might say, ‘Wouldn’t 
it be cool if we made this?’, 
someone else will say “That’s 
sounds really good, but how 
about if we did this?”, and then, 
if we’re at the point where we 
want to work on a new project, 
we’ll talk about it some more.

If there’s one thing I’d stress it’s 
that people do really need to talk 
to each other more. That’s why 
we have this tradition at Six To 
Start when we all stop work and 
have lunch together. It’s why 
we’re still a small company of  
10–15 people.

The people you surround 
yourself with, the team you  
work with, is more important 
than anything else. If there are 
good people around, then there 
are always going to be new 
ideas — they just come.

There is such a thing as being 
too early. Everyone was super 
excited about Google Glass  
and there were companies who 
developed work for it with the 
view that, although it wasn’t  
yet widely used, it would be 
valuable learning for the future. 
But things move on and that 
early work won’t be relevant  
by the time it goes mass market.

I just like doing new things,  
and we’re in an unusual time 
when the technology is changing 
so quickly that every year there’s 
something new you can do. 
Particularly in storytelling, there’s 
a lot of fertile ground — you can 
be the first person to make a 
smartphone fitness game that’s 
really popular, for example.  
I’m really proud that we did  
that, and I know there’ll be other 
things that are just as interesting; 
the exciting thing is that it’s 
wide open. 

“The exciting thing  
is that it’s wide open.”

First Person / Adrian Hon

Adrian Hon is ceo of Six  
To Start, a London-based 
independent games developer 
and entertainment company 
founded in 2007. Having 
created games and apps  
for, amongst others, the  
bbc, Channel 4 and Penguin 
Books, it is perhaps best  
known for combining  
jogging with the undead in  
the million-selling smartphone 
fitness game, Zombies, Run!

—

www.sixtostart.com 
@adrianhon

—
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Sonic Pi 
Project Showcase

The Sonic Pi: Live & Coding 
project was developed to 
address the issue that, despite 
the widespread interest in  
digital music among young 
people, it is still not well 
represented in mainstream 
musical education.

Sonic Pi was created by Dr  
Sam Aaron with the Cambridge 
University Computer Laboratory, 
to teach programming concepts 
through the process of creating 
new sounds. The project sees 
the affordable and simple-to-use 
Raspberry Pi computer turned 
into a fully playable electronic 
musical instrument. This recent 
project phase saw Aaron 
collaborate with Cambridge 
Junction, the University of 
Cambridge and the Raspberry  
Pi Foundation, as well as a  
wider group of partners 
including bridge organisations, 
music education hubs and 
schools.

Targeted at young people  
and schools, it allows students  
of all ages to code music live in 
lessons — providing an engaging 
cross-curricular tool for both 
music and computing education.  
The Sonic Pi: Live & Coding 
project developed an arts-led 
approach to teaching 
performance and composition  
of electronic music which was 
trialled in two secondary schools 
as a six-week course with Key 
Stage 3 students. This was then 
extended by the hosting of a 
dedicated five-day summer 
school at Cambridge Junction  
for 10 to 14-year-olds.

Sonic Pi, together with a host  
of tutorials and code examples, 
is free to download and available 
for Raspberry Pi, Windows and 
Mac. Full lesson plans and a 
range of other resources are 
available through the project 
website, along with a series  
of Pop-Pi music videos created 
by ten artists which further 
demonstrate the diverse creative 
potential of the software.

This approach mixes the role  
of the music teacher with one  
of technology enabler and the 
program becomes both the 
instrument and the medium  
for learning the practicalities  
and importance of coding.  
It has proved highly engaging  
and the team are currently 
exploring routes for how to 
increase adoption for Sonic Pi 
nationwide. 

—

Supported by the Digital  
R&D Fund for the Arts.

—

sonic-pi.net

artsdigitalrnd.org.uk/projects/
cambridge-junction

—

Programming the future 
of music education
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Learning 
Theme:  
Business 
Models
As Director of Innovative 
Solutions at Ogilvy, 
Nicole Yershon is  
used to developing new 
ways of working within 
a competitive business 
environment. She shares 
her insights around our 
second major theme. 

The second major theme from 
the Digital R&D Fund for the Arts 
is business models. It is hard to 
remember a time when pressure 
on the bottom line, together 
with competition for attention, 
has ever been as great as today. 
All of which means that across 
all sectors and all industries, 
both incumbent organisations 
and dynamic startups are 
searching for new, innovative 
and sustainable business models 
that can create the revenue 
needed both for health and 
growth.

The arts is no different. We  
have seen the emergence of 
new distribution channels for 
performance and other content, 
to big screens and to small.  
We are seeing theatre become 
more game-like and video games 
become more theatrical. But 
business model innovation is 
both challenging and potentially 
very rewarding, as Nicole 
Yershon, Director of Innovative 
Solutions at marketing 
communications giant  
Ogilvy, has found.

1

Download a guide  
to working with  
business models from:  
artsdigitalrnd.org.uk
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“Imagine the company is an  
oil tanker and we’re a little 
speedboat alongside it, to help  
it with its turning — doing things 
early so that when they become 
mainstream, we understand 
them already.”

Nicole Yershon has a neat  
way of summing up her role at 
Ogilvy, where she founded and 
heads the Digital Innovation Lab. 
(Although, she adds, ‘digital’ 
goes without saying these days: 

“I think everything’s digital now.  
I don’t even use the term. It kind 
of just is.”)

How would she describe the 
Lab’s activities within the wider 
organisation? “I guess the easiest 
way to put it is that the role of 
the Lab is to educate and inspire 
in order to innovate, and do 
brand new things that have 
never been done before within 
the group. It’s very much looking 
outside and bringing in, building 
partnerships, increasing revenue, 
and obviously being up to speed 
with all the very latest 
developments. We operate 
something called Semesters  
of Learning, which are a very 
process-driven way of innovating 
but allow for serendipity as well.”

These semesters are 24-week 
intensive periods of research and 
collaboration, each on a specific 
area — from mobile technology 
to augmented reality, startups, 
streaming, gaming, and social 
media. “You start a semester 
with a blank sheet of paper  

— you know nothing — and by 
the end of it you know enough 
to be dangerous and to be able 
to start connecting,” Yershon 
explains.

“The semesters follow a fixed 
process of seeing who’s out 
there in the ecosystem —  
meeting ten to 15 different 
companies in a week, scouring 
everywhere and immersing 
ourselves in that area — then 
attaching it to business and 
implementing it, so that after 
we’ve done it once we can offer 
it again. And because we attach 
it to business, there will always 
be a case study. We’ve just done 
a semester on the Internet of 
Things, and we did a project 
with Battersea Dogs Home at 
Westfield, Stratford.”

The Battersea project provided  
a virtual canine companion  
for visitors to the east London 
shopping centre. “There was  
an experiential team from 
Battersea handing out leaflets 
and talking to you as you arrived, 
and the leaflet they gave you 
had an rfid tag in it, so that 
when you walk past every digital 
poster site, it kicked off a film  
of a dog following you. The  
dog would stop if you stopped, 
or double back if you doubled 
back, because it’s picking up 
everything from that chip. By the 
time you got to the end, the dog 
was on a huge screen with its 
nose to the camera, almost 
saying, ‘Take me home’.”

There are enormous hurdles 
(technical, technological and 
otherwise) to be overcome, 
Yershon admits, simply because 
innovation projects like these 
have never been done before  

— but that’s the point. And the 
partnerships she and her team 
have forged throughout the  
nine years that the semesters 
have been running enable her  
to extend the boundaries of  
the possible.

Yershon chairs the bbc’s Online 
Advisory Group and also works 
with the Greenwich Digital 
Advisory Board. “They’re all 
great knowledge-sharing 
platforms,” she says. “Being  
part of other organisations 
outside Ogilvy means that  
I get to see who’s doing 
interesting stuff across all 
creative industries. And it  
allows me to see interesting 
things that are happening  
and be able to utilise that 
information and bring it  
back to Ogilvy.”

A reminder, perhaps, that 
business model innovation  
is a job in itself — and that  
in an increasingly competitive 
environment, looking beyond 
your own organisation is a  
vital part of staying ahead. 

2

1· Nicole Yershon.

2· Digital poster site  
for the Battersea Dogs 
Home project.
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—

Supported by the Digital  
R&D Fund for the Arts.

—

respondto.org

artsdigitalrnd.org.uk/projects/
yorkshire-dance

—

respond_
Allowing audiences  
into the creative  
process.

Project Showcase

respond_ is an online platform 
that encourages audiences  
and the wider public to become 
more actively engaged in the 
creation and interpretation of 
contemporary dance. A digital 
adaptation of Liz Lerman‘s 
renowned Critical Response 
Process (crp), the technology 
was designed to enable 
participants to interact directly 
with artists; share their feedback 
and interpretations of artistic 
ideas and works-in-progress;  
and exchange their ideas with 
others on the site.

The project was led by  
Yorkshire Dance in partnership 
with York-based creative agency 
Breakfast Creatives and 
University of Leeds. 

As part of the process, two 
artists were chosen by the  
online community from around 
the world from a shortlist of 
applicants who each submitted 
short digital pitches of their 
performance concept. The 
participating artists and pieces 
were Robbie Synge’s Douglas 
and Hagit Yakira’s Air Hunger.

Through the creative 
development process, each  
artist made a short film, giving  
a flavour of their works-in-
progress, both of which were 
posted online for a week. 
Yakira’s film was shared privately 
with a closed participant group 
and Synge’s film was made 
public. This resulted in crp-style 
feedback which was then taken 
by the artists into the next 
period of development. New 
films were then circulated, 
demonstrating how their 
works-in-progress had  
changed due to that feedback 
and a second week-long period 
of crp was launched. This period 
also saw Liz Lerman herself 
participating in a public web 
chat with the artists.

The performance phase of the 
project concluded in December 
2014 with the world premieres  
in Leeds of the two new works.

Findings from the project will  
be published through the Digital 
R&D Fund for the Arts website. 
This will include suggestions  
for how the platform enables 
engagement with contemporary 
dance and might contribute  
to decoding contemporary 
dance for non-dance audiences, 
enhancing their engagement 
with it. 
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It’s inspiring to have good 
people around you. People  
who aren’t scared, that are  
up for exploring, that maybe 
don’t have all the answers but 
think that what we’ll do will be 
transformative and interesting.

What I’m most interested in now 
is the convergence of digital 
with everything else. It’s not 

‘other’ anymore, it’s just the  
age we’re in.

The arts does need digital but 
equally digital needs the arts.  
It’s quite a connected 
relationship, and I think it will 
continue to be that way for 
decades. The arts can maximise 
opportunities that digital can 
offer, but it shouldn’t be led by 
that narrative – it can hold its 
own in the digital space.

At the rsc, digital has brought 
new partnerships, new people  
to work with. It has allowed  
us to think more ambitiously in 
some of our spaces. It doesn’t 
replicate anything or take over 
anything, it just gives another 
texture; it’s another part of  
our framework.

We’ve always innovated and 
used Shakespeare’s plays to tell 
stories about the world we live 
in today. So if you’re led by 
Shakespeare’s stories and text, 
then you realise pretty quickly 
that for these plays to speak  
to this generation, it’s likely to 
involve digital in some shape  
or form.

 

One of the biggest challenges  
of digital is not disenfranchising 
or marginalising anyone. You can 
talk about creating new access 
points to Shakespeare, but if by 
doing that you’re also excluding 
a lot of people who would like 
that access, that’s not actually 
helping — it’s just creating a  
new problem.

It’s great to be the first, but  
you don’t always have to be. 
You can have the most amazing 
idea but it has to have the right 
conditions to connect with an 
audience; you have to be careful 
about the timing.

One way you keep aware  
of things and whether it’s  
the right time to do something  
is by seeing where innovation  
is happening in other sectors.  
It’s interesting to see where 
sports broadcasting is taking  
its audiences, for example, and 
film and gaming too. It’s not 
about being caught up with the 
zeitgeist, it’s about doing what 
you think is right for the needs 
of your company.

The question is not so much 
‘digital’ anymore. That word  
will fade as it is consumed by 
people’s everyday. I think really 
the question is, how do you 
keep innovating? 

“The arts can  
hold its own in  
the digital space.”

Sarah Ellis is an award-winning 
producer and Head of Digital 
Development at the Royal 
Shakespeare Company.  
Through projects such as  
the online theatre experiment 
with Google, Midsummer 
Night’s Dreaming (2013), she  
is responsible for digital activity 
across the company, creating 
new artistic digital initiatives 
and developing partnerships.

—

www.rsc.org.uk 
@scarahnellis

—

First Person / Sarah Ellis
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Digital Toolkit 
for the Arts

The why, who, what and  
how of digital product 
development

In April 2015, a workshop 
involving 40 digital practitioners 
from arts, media, learning and 
publishing was held at Nesta. 
Participants explored key stages 
in the digital product life cycle 
and identified various industry 
tools, techniques, methods  
and processes of use to those 
working in arts and culture. 

The findings from these  
sessions have been developed 
into a suite of resources, tips  
and articles for people across  
the cultural sector wishing  
to improve existing products  
or develop new ones. 

Clearly articulating the 
value proposition for the 
user and for your business 
will help inform all aspects 
of the project process.

Paying attention to  
how collaboration with 
partners will work and 
allocating appropriate 
resources. 

Ensuring your design  
and development 
methodologies are  
robust yet flexible.

Using the right mix of  
content and marketing 
channels to find, delight  
and engage your 
audience.

Evaluating, sharing and 
reinvesting the learning  
to inform future product 
development and decisions  
in the organisation.

6

7

8

9
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Download the Digital  
Toolkit for the Arts:  
artsdigitalrnd.org.uk 

Defining a robust initial 
concept which might solve  
a problem, offer a new 
creative experience or  
take advantage of a  
new opportunity.

Making the case for 
investment in the project, 
understanding the 
business model, finding 
funding and setting clear, 
communicable objectives.

Understanding your  
audience segment, how  
big the intended audience  
is and what their needs  
and motivations are for 
engaging with you.

Using research to build 
personas — one page 
fictional representations of 
your target audience which 
will be used to shape your 
product and content 
strategy.Clearly articulating the 

value proposition for the 
user and for your business 
will help inform all aspects 
of the project process.

1

2

3

4

5
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Ars  
Electronica:  
Eyes on  
the Prix

With its stunning 
building and work  
with local schools,  
Ars Electronica is rooted 
in its home city of Linz, 
Austria. Chris Sharratt 
talks to Artistic Director 
Gerfried Stocker who 
explains how, thanks  
to its annual media  
arts awards and  
festival, its outlook  
and inspiration is  
truly international. 

While Stocker may put his 
position at Ars Electronica down 
to a happy accident, little else at 
the organisation is left to chance. 
Instead, he displays a clear-
sighted, focused approach that 
puts artists and their ideas at the 
centre while at the same time 
working within a commercial 
and educational context. “The 
important thing has been to be 
able to recognise opportunities 
and formulate answers and 
strategies within Ars Electronica, 
and to use these opportunities 
to develop the company and  
its activities,” he says.

At first glance, those activities 
can seem disparate and 
unconnected. Rooted in this 
small Austrian city — population 
200,000 — there’s the centre 
itself, now housed in a stunning, 
glass-clad €24 m building that 
opened in 2009 to coincide 
with Linz’s year as European 
City of Culture. Described as 
a ‘museum of the future’, it 
hosts an ongoing programme 
of exhibitions and educational 
workshops; in 2014 it attracted 
158,428 visitors including some 
36,000 school children. 

When the Austrian artist and 
technologist Gerfried Stocker 
became Artistic Director of Ars 
Electronica in 1995, he was the 
newly-formed organisation’s 
first and only employee. Twenty 
years on, Stocker heads up a 
190-strong team in Linz that 
is known internationally for its 
serious-minded work in the areas 
of art, technology and society. 

“The City of Linz was planning to 
open the Ars Electronica Centre 
and I was just really in the right 
place at the right moment,”  
says Stocker, explaining how his 
work as an artist brought him 
into the orbit of the annual Ars 
Electronica Festival, which had 
launched much earlier in 1979.  

“I was working with computers, 
interactive technologies, 
computer music, interactive 
installations — I was very lucky 
to get this job.”
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Also headquartered in the centre 
are the two profit-making parts 
of this otherwise not-for-profit 
organisation: Futurelab, the 
research and development arm, 
and Solutions, which focuses on 
providing products and services 
for commercial clients that have 
included the likes of bmw, Audi, 
Intel and Siemens.

And then there are the high-
profile, long-established 
and interconnected annual 
enterprises which ultimately led 
to the creation of Ars Electronica 
Linz GmbH: Ars Electronica 
Festival (which this year takes 
place 3 — 7 September) and Prix 
Ars Electronica, launched in 1987 
and now regularly attracting 
over 4000 submissions from 
around the world. 

“The Prix is where we can see 
and understand how artists 
worldwide are thinking, what 
they’re concerned with, what 
new directions they’re going in, 
what their needs are,” explains 
Stocker. “The festival responds 
to this; it is mainly inspired by 
ideas and inspiration coming 
from the artists. It’s a very  
logical chain.”

Stocker adds that together,  
all the different elements of Ars 
Electronica form a self-sustaining 
ecology, each feeding and 
nourishing the other. Crucially, 
its international profile plays a 
vital role locally. “We couldn’t 
serve the local education needs 
and companies in the area if we 
didn’t have this permanent flow 
of new ideas coming from the 
international audiences,” he says.

“What we’ve learnt from this is 
that we have to understand the 
whole thing, not just in terms  
of how we can use creativity  
as a way to invent new products 
and services — which is the 
conventional approach — but 
that we really have to see it as 
an ecosystem. It’s very important 
to develop ways to feed back 
the commercial success, but 
also ways to keep nurturing on 
a creative and intellectual level. 
You need to be attractive to 
people internationally — this is 
really vital for us to grow and 
develop Ars Electronica.”

As a model, it’s clearly working. 
The organisation continues 
to evolve, increasing the 
participatory nature of its 
education work and broadening 
its remit to take in genetic 
engineering and the life sciences. 
It is a very visible example of  
the way that art and science  
are increasingly overlapping  
and blurring. 

“The whole art and technology 
movement and understanding 
that came with media arts and 
digital media has created a 
new positioning; a confidence 
that art really can, and 
should, contribute to other 
developments in society and 
in particular to those sciences 
that are really challenging our 
understanding of what it is  
to be a human being.” 

Stocker expresses excitement 
and delight at how things 
have changed in his time at 
Ars Electronica — “It’s really 
remarkable!” he exclaims at one 
point. “It’s no longer individual 
artists who are able to seduce 
somebody in a company or 
research institute to let them 
participate a little bit, now 
there’s a demand coming  
from the other side.”

However,  he is not about to  
get carried away. “One always 
has to be careful when you 
try and estimate the impact 
of art and culture,” he offers. 

“We know that art is and will 
always remain a kind of niche 
programme in our society.  
But my point always is that yes, 
we are just little drops of water, 
but you never know if you are 
the drop that just evaporates  
on the hot stone — or if you  
are the drop that makes the  
big bucket spill over.” 

—

www.aec.at

—
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Learning 
Theme:  
Accessibility
Jo Verrent is the Senior 
Producer at Unlimited 
and a disability arts 
consultant with a 
particular interest in 
accessibility — the third 
major theme from the 
Digital R&D Fund for  
the Arts. She shares  
her thoughts on the 
empowering possibilities 
of new technologies.

The uk has a long and  
proud history of supporting  
and producing work by artists 
with physical disabilities and 
other impairments, and those 
artists and organisations are 
evolving their practice in 
response to what new 
technology can offer.

Over the years there have also 
been advances in support for 
audiences with access needs, 
providing additional services 
such as captioning and signed 
performances. These services  
to date have tended to be  
bolted on to existing general 
performances rather than 
natively designed and built  
into the overall experience.  
This is the opportunity that 
digital presents — new ways  
of using technology to support 
both artists and audiences in  
as seamless, convenient and 
authentic way as possible.

1

2

1· Jo Verrent.

2· Flickering Darkness 
Revisited by Rachel Cherry.

Download a guide  
to accessibility from:  
artsdigitalrnd.org.uk
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“For me, accessibility is all 
encompassing,” says Jo Verrent. 

“It’s not as simple as stuff like 
shoving captions on a video  

— those sort of things should  
be common practice by now;  
it’s that and so much more.”

Verrent is a freelance arts 
consultant, diversity trainer  
and — amongst other things  

— Senior Producer at Unlimited,  
a three-year commissioning and 
support programme for disabled 
artists. She believes that digital 
opens up a whole raft of 
opportunities for accessibility 
that are still to be fully embraced.

“I genuinely feel that new 
technologies put us disabled 
people in a position where we 
can be superheroes,” she says. 

“Because actually, the things that 
we just need can also take on  
a whole aesthetic life and enable 
everyone to see the world from 
a different perspective; to have 
access to a different viewpoint 
that they’d not had before.  
And that’s a universal experience, 
it’s not something that’s limiting.” 

It’s the empowering nature of 
accessibility, and the role digital 
can play in this, that Verrent is 
most excited by. “Rather than 
access being limiting, boring,  
a pain in the arse — which I  
think is how a lot of people  
see it — for me it’s a liberation. 
It’s something that, through  
the use of technologies, elevates  
all of humankind to genuinely 
encompass universality and  
think bigger.”

Accessibility, then, isn’t 
something that’s only beneficial 
to those with a disability.
Everyone — whether that’s 
artists, performers or the 
audience — can be enlightened 
and enriched by it.

“If captioning or subtitling  
or the way you use words is 
embedded in the way you work, 
that isn’t just for deaf people,  
it’s for anyone who really wants 
to get the whole of what you 
want to transmit,” says Verrent 
by way of an example. “People 
learn and absorb things in 
different ways and where we 
just stick to one really dull way 
of broadcasting information or 
art, we are just missing out.” 

Fundamental to this way of 
thinking is an understanding  
that accessibility needs to be 
part of any project from the  
start, rather than something 
that’s be added later.

“Anything you don’t have in  
your mind conceptually at the 
beginning, and which you then 
try and bolt on, is likely to fail 
and be very expensive,”  
believes Verrent.

“It’s the same with anything 
digital or technological — if  
you have to add it on to make  
it work for a particular group  
of people, you are going to  
end up with something clunky 
and ugly. If you put it in as  
part of the ethos, part of your 
conception, then you will make 
it work for a much wider 
number of people.”

While Verrent exudes a positive, 
no-nonsense attitude about the 
advances that are being made, 
she also recognises that there  
is much that still needs to be 
done — not least in terms of 
public perceptions of disability.

“Somehow we have a definition 
of disability lodged in our minds 
that is incorrect and actually 
denigrates all disabled people,” 
she says. “We think of disability 
as a negative thing — but it 
doesn’t have to be seen that 
way.”

Verrent cites artists such as Sue 
Austin — who Verrent is working 
with on a ‘flying wheelchair’ 
commission for The Space, and 
whose 360 Degrees — A New 
Angle on Access project was 
funded by the Digital R&D Fund 
for the Arts — as playing a vital 
role in turning these perceptions 
on their head. 

Commissioning and funding 
bodies also have an important 
job to do, she says: “Lead 
organisations have a role to  
play in normalising accessibility 
and just making it part of the 
things that we consider. So  
they have a strategic role.”

That said, when it comes  
to accessibility and the 
opportunities that digital 
technologies can offer,  
Verrent believes that the best 
way to accelerate change is  
to keep sharing and promoting 
what can be achieved. “Really, 
everybody works by being 
inspired,” she says. “Nobody 
likes being hit over the head  
or shamed or being bleated  
at. It just doesn’t work.” 

25Learning Theme • Accessibility



No  
Hidden 
Extras

When Bristol Museums 
got together with 
Aardman Animations  
to create the location-
aware Hidden Museum 
app, the aim was to 
unearth fantastic stories 
and highlight a rich and 
varied collection. The 
team behind this Digital 
R&D Fund for the Arts 
project explain their 
thinking and doing  
to Chris Sharratt.

There’s a life-size replica  
of a 1910 Boxkite aeroplane 
suspended from the ceiling of 
Bristol Museum, complete with 
its own pilot. Turn to the right 
and there are Egyptian 
antiquities; take a trip to the  
first floor and there are 
dinosaurs, fossils, a beautifully 
decorated gypsy caravan and  
a rather forlorn-looking Alfred 
the Gorilla (well-known in these 
parts, passed away in 1948,  
long story). 

Up another floor, past display 
cases and some ornate antique 
pianos, and you’ll find paintings 
by Pissarro, Gainsborough and 
Constable, along with pottery, 
ceramics and glass from China 
and Japan. It is, like many local 
authority buildings of this sort 
across the country, a municipal 
treasure trove, a box of historical 
delights. How then does an app, 
produced by Bristol Museums  
in collaboration with Aardman 
Animations and research partner 
the University of Bristol, compete 
with such a cacophony of 
culture, ancient civilisations  
and stuffed animals? The simple 
answer, of course, is that it 
doesn’t even try. 

1
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“We made a very conscious 
decision to let the objects tell  
the stories, rather than create  
a story ourselves,” explains 
Aardman’s Laura Chilcott, lead 
producer on this Digital R&D 
Fund For The Arts project.  

“The idea of storytelling is where 
the app idea came from; how  
do we use Aardman’s skills to 
tell the stories of the museum. 
But although we began with the 
intention of having a narrative 
for each of the tours in the app, 
we quickly stepped away from 
that and decided we didn’t need 
the extra layer — the stories the 
museum was giving us were 
interesting enough in 
themselves.”

We’re discussing the project 
during an important point in  
the app’s development. There 
are groups of iPad-wielding 
children exploring the exhibits  
at Bristol Museum, while a team 
of University researchers keeps  
a close eye on things. It’s the 
start of a two-day pilot run,  
and colleagues Jake Manion 
from Aardman (Creative Director) 
and Zak Mensah from Bristol 
Museums (Head of 
Transformation) are also here  
to share their thoughts on  
the challenges faced and 
achievements so far. There’s  
a lot to discuss.  

Central to the whole Hidden 
Museum project has been  
the use of location-aware 
technology in the form of 
iBeacons. After opting for 
triangulation-style positioning, 
over 120 beacons were arranged 
throughout the rooms of the 
museum to create a 3d grid of 
signals, enabling the iPad to 
pinpoint its position. Getting  
the beacons to work for this 
method was an early hurdle  
that had to be cleared if the  
app was to succeed.

“In terms of the technology,  
there wasn’t really a precedent 
for doing this,” says Manion, 
much of whose work at 
Aardman involves making  
mobile games for characters 
such as Shaun The Sheep.  

“With the iBeacons, nobody  
had really done anything with 
them in this kind of space.”

“There were things that we  
could look at that people had 
tried, but they had universally 
failed,” adds Chilcott. “So we 
knew it was going to be a 
challenge getting the beacons  
to do what we wanted them  
to do.”

The nature of this labyrinthine 
1905 building — with its 
full-ceiling entrance atrium, 
mezzanine level and multiple 
galleries — created its own  
issues when it came to 
accurately determining the 
device’s location. From finding 
an appropriate place to put the 
beacons in the busy exhibition 
spaces to creating the right 
configuration for triangulation  
to work, it was anything but 
straightforward.

“When it came to positioning  
the iBeacons we had to have  
a curator or a conservation 
officer check that it was ok,” 
explains Mensah. “In a normal 
building you could stick them 
anywhere, but of course you’re 
not going to put something in 
the midst of millions of pounds 
worth of paintings, for example, 
until you know that it’s not 
going to do any harm.”

The physical space of the 
museum has proved integral  
to the project in other ways, too. 
As the app’s title suggests, there 
is plenty that isn’t immediately 
apparent in the museum, plenty 
of stories to unearth in the many 
artifacts that make up its 
collection. But bringing a shiny, 
location-specific game into this 
pre-digital space always risked 
shifting the focus from the 
fascinating antiquities to a 
mesmerizing screen — the last 
thing the team wanted.

“In terms of the technology,  
there wasn’t really a  
precedent for doing this.”
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labs.bristolmuseums.org.uk

artsdigitalrnd.org.uk/projects/ 
bristol-museums
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“We knew that with any device, 
whatever is on it, you’re going 
to keep looking at it. That’s why 
we built a very simple app at the 
start, with just a compass that 
pointed to where you wanted  
to go. But when we tested it 
with a bunch of kids we 
discovered that they were all  
just looking at the compass,  
not the museum! So then we 
decided not to have anything to 
look at all during the tasks; you 
just have find out where to go 
yourself from the signs in the 
museum. Suddenly, people could 
just enjoy the space again.”

It’s through testing such as  
this that Hidden Museum has 
evolved into the elegantly simple 
game the team wanted all along. 
Cool but functional with a strong 
and distinctive graphic identity,  
it acts as a prompt for 
exploration, rather than a 
distraction. Using text written 
and researched by the museum’s 
Senior Curator Gail Boyle, the 
app sends users on a series  
of hunts for artifacts and 
information in rooms throughout 
the museum — with no need  
to look at anything on screen 
while doing so. Once the task  
is completed, the player is 
prompted to take a photo of 
what they’ve found, creating a 
record of their visit. And with up 
to six players per device, it is very 
much the opposite approach to 
the solitary, headphones-on 
experience of the traditional 
audio guide.

“We know from our general  
exit surveys that people come  
to the museum in groups of at 
least two, more often than not 
in a group,” explains Mensah. 

“So we were very keen that we 
weren’t creating a scenario of 
five people in a group, everyone 
with their heads down in an iPad. 
The game needs to complement 
the physical space; we wanted 
to take advantage of the 
building and for the device to  
be just one of the talking points 
of tthe game.”

Manion adds that, as the  
project has evolved, a very 
particular approach to gaming 
has emerged. “The games are 
quite open and the user can play 
them however they want,” he 
says. “They can make up their 
own rules and go on their own 
journeys around the museum.”

Crucially, as those journeys 
develop, visitors to the museum 
are looking at what surrounds 
them, rather than having their 
heads down in an app. Proof, 
perhaps, that it really is possible 
to present a complex, 
challenging digital project in  
a simple, uncomplicated way. 

2

3

4

1· Player avatars for  
the Hidden Museum app, 
inspired by exhibits in 
the museum’s eclectic 
collection.

2· Bristol Museum  
& Art Gallery.

3· Alfred the Gorilla.

4· Testing the Hidden 
Museum app.
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Project 
Dædalus

The ingenuity of flight  
as a cinematic tool.

Project Showcase

Once known for its use in 
military operations, drone 
technology in the form of 
quadrotors is now finding  
its way into different parts  
of society, including the arts. 
Project Dædalus — named  
after the genius mythical 
inventor and father of the 
hubristic Icarus — looks to 
explore the potential of these 
fast-moving and flexible flying 
machines as a device for 
audience engagement.

Led by Abandon Normal  
Devices (and), the Manchester-
based biennial festival of new 
cinema, digital culture and  
art, the project is produced  
in partnership with immersive 
experience studio Marshmallow 
Laser Feast and the University  
of Salford. 

Part of and’s mission is to 
change the way we think about 
cinema and the live experience. 
Its festival programme pushes 
the boundaries of how 
audiences experience events, 
spilling out from the screens  
and onto the streets. Project 
Dædalus is a key piece of  
their research into how new 
technologies are enabling  
changes in cinematography  
and performance. It is also an 
opportunity to explore whether 
the access that drones provide 
can be harnessed remotely to 
offer an engaging, online 
experience for those unable  
to attend live, public events  
such as outdoor theatre. 

The project involves a series  
of three research labs. The first 
explored the potential of drones 
in performance from technical, 
artistic, academic and legal 
perspectives, and prompted the 
decision to focus on novel uses 
for the drone’s viewpoint, such 
as First Person View and 360 
degree filming.  

A second lab explores the use  
of 360 degree cameras and how 
to stream video from cameras on 
drones to virtual reality headsets. 
The final lab will build on 
tracking and control elements 
already designed from previous 
research, helping to find a cost 
effective way to choreograph 
drone ‘swarms’ in outdoor 
spaces and maximise audience 
experience. 

All of this learning will be shared 
via an online digital toolkit.  

—

Supported by the Digital  
R&D Fund for the Arts.

—

andfestival.co.uk/projectdaedalus 

artsdigitalrnd.org.uk/projects/
abandon-normal-devices

—
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Learning 
Theme:  
Mobile
As the Guardian’s Group 
Product Manager for 
mobile, Tom Grinsted  
is well-placed to offer  
an insight into this 
fourth key theme for  
the Digital R&D Fund  
for the Arts.

There are now more mobile 
devices on the planet than  
there are people. Both high-
growth startups and established 
companies in emerging and 
developing economies are 
bypassing desktop computing 
and prioritising phones and 
tablets as the primary ways  
in which digital products and 
services are experienced. The 
launch of the Apple Watch and 
the rise of wearable technology 
are only accelerating this trend. 
We live in a mobile-first world.

The take-up and growth of 
mobile technology has led to  
an always-on, always-available 
society where content, services 
and information has never  
been more abundant or readily 
accessible. In a world where 
attention is a scarce resource, 
what can we do to engage 
audiences, grow our businesses 
and pursue our mission? As for 
all industries and contexts, our 
mobile-first world represents 
challenges and opportunities to 
the cultural sector. It is therefore 
no surprise that mobile is the 
fourth learning theme from the 
Digital R&D Fund for the Arts.

1

1· Tom Grinsted.

2· Sing London’s Talking 
Statues used mobile 
devices to bring statues 
to life in London and 
Manchester.

Download a guide  
to working with  
mobile from:  
artsdigitalrnd.org.uk
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“Mobile is not optional any  
more for content providers.  
If you’re not on mobile very 
soon, you probably won’t exist 
to a large number of people.” 
You might expect Tom Grinsted 
to be evangelical about the 
power of mobile given his role: 

“I’m Group Product Manager for 
mobile devices at the Guardian,” 
he explains, “so my job is to 
oversee our entire portfolio  
of products that run on mobile 
devices. That covers all of the 
main Guardian apps across  
ios, Android, Windows and 
Blackberry, as well as our tablet 
work and also a large number  
of syndicated innovation  
projects as well.”

His Guardian position certainly 
informs his passion for mobile, 
something borne out by recent 
analysis from the organisation. 

“Last year we crossed over  
into mobile majority,” Grinsted 
explains, “so the majority  
of our content is now viewed  
on mobiles. It’s become 
predominant in consumption 
terms, and not just at the 
Guardian.”

But, as he explains, it runs  
far deeper than that. “For me, 
one of the biggest issues is the 
emotional connection you have 
with the hardware and the fact 
that you carry it everywhere  

— I don’t think you can 
underestimate that. The phone  
is an extension of you — it’s 
about how often you’re touching 
it, what you use it for, and the 
fact that it becomes habitual. 
You can see it in the way that 
people treat them. I know a lot 
of people who are very happy  
to lend their tablets to a friend, 
or to their kids to play on —  
but they’d never give their 
phones to another person.”

Grinsted began his career  
in science communication  

— as an education officer and 
facilitator in At-Bristol, the south 
west’s science and discovery 
centre — before a stint as 
interactive design manager at 
the Guardian’s Digital Agency, 
where he worked with clients 
including Directgov, the 2012 
Olympics’ education department 
and Kew Gardens. He then 
joined Imperial War Museums  
as multimedia manager: “I was 
in charge of all the in-gallery and 
mobile technology across all five 
of iwm’s museums, and we did 
some really cool stuff like two 
six-man multi-touch tables on 
the bridge of hms Belfast,  
which controlled all the lights 
and sounds of an entire  
narrative there.”

But his work in the cultural  
and heritage sector has also 
given him a rare insight into 
visitors’ relationships with 
content, be it in the form of 
museum exhibits or newspaper 
articles. “You used to be able to 
tell yourself stories about visitors 
who would come into a museum 
or gallery, read the labels and 
really deeply interact with your 
objects. That does still happen, 
but not everyone will do that.

“Digital proves how wrong our 
rosy picture of how we consume 
content really was — and if you 
put on top of that the fact that 
consumers have very public 
outlets to take content and  
do whatever they like with it, 
that fundamentally changes  
the relationship you thought  
you had with people.”

Grinsted’s job provides a 
privileged view of mobile’s 
commercial and cultural impact. 

“I work a lot with our partners, 
such as Apple or Google, so  
I see where the market is going 
and how mobile has changed 
from the big players’ point of 
view. But also from a content 
and consumption point of view, 
and how that can be applied  
to the heritage industry.”

Crucial to this, he believes,  
is recognising how mobile has 
changed the way we consume 
information. There is no going 
back. “At the Guardian, the 
relationship we used to have 
with people was a short, linear 
experience, and we now have 
something where literally 
hundreds of millions of people 
are reading, consuming, 
republishing, quoting and 
snapshotting our content.  
That’s a huge shift.” 

2
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Library of 
Possibilities

As the British Library’s 
Head of Digital 
Scholarship, Adam 
Farquhar is redefining 
the library’s research  
role. David Kettle finds 
out how.

Adam Farquhar, the British 
Library’s Head of Digital 
Scholarship, sums up his 
department’s activities 
enthusiastically and succinctly: 

“We get content into digital  
form, and then we get it  
into the hands of researchers, 
innovators, artists, so that  
they can do something novel  
and exciting with it.”

“For instance, under the non- 
print legal deposit regulations 
that came into force in 2013,  
we harvest the uk web to build 
up a national archive of non-
print published material,” he 
explains. “My team also has 
responsibility for managing all  
of our own digitisation work, 
often in partnerships with 
commercial or philanthropic 
organisations. I’m also director 
of the Endangered Archives 
Programme, which funds 
digitisation projects around the 
world in environments where 
there is archival material that’s 
endangered due to fire, flood, 
famine, political unrest — all 
sorts of reasons — making  
it available for research on  
the web.”

Significantly, though, Farquhar  
has noted the unpredictability  
of who will use the library’s 
digital content and what they’ll 
be using it for. Which opens up 
all kinds of questions in terms  
of rights, control of information, 
and keeping track of how it’s 
being used, not to mention 
collaborating with users on  
the ways they want to interact 
with the data in the first place. 

“There’s been a transformation  
in the way researchers and 
others are thinking about 
exploiting our digital content,” 
he explains. “It’s a co-evolution 
in terms of what’s possible on 
both sides — we’re both leading 
the way and being led. The 
increased usage of digital 
content is having a profound 
impact on expectations of what 
we should offer, but we can also 
sometimes enable people to do 
things they didn’t know they 
could do with our stuff.”

One way the library engages 
with users’ new expectations  
is through British Library Labs.  

“It’s very much focused on 
engagement,” says Farquhar,  

“so we run a competition for 
people who say they have a 
research idea they could realise 
with our digital content, but  
that they can’t achieve with  
the existing interfaces and 
access.”

1
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He’s been astonished by some  
of the usage of the material  

— including a large-scale 
installation based entirely on  
the images by California-based 
artist David Normal, presented  
at last year’s Burning Man 
festival in the Nevada desert. 
And he acknowledges that this 
kind of open usage has been  
challenging for some. “In a lot  
of ways, it’s a very non-library 
thing to do — libraries hate 
putting things out there without 
any context — but it’s been  
a really interesting sea change  
in thinking.”

A further challenge, Farquhar 
accepts, is seeking to define  
the institution’s digital offering 
to its users, especially with 
developments in technology 
presenting new opportunities  
all the time. “The kind of thing 
libraries like to do is to talk to 
their users, listen very closely, 
think hard about designing 
something that will be just  
right for them, then go off for  
a couple of years to implement  
it. But the expectations that 
researchers have at the moment 
aren’t well defined. In this 
context, that would mean  
we’d crystallise requirements  
that people don’t quite have, 
and put together a system that 
would deliver them when they 
no longer have those 
requirements.”

The winning research proposal 
gets to collaborate with the 
library in the ways required,  
and the British Library team  
gets precious insights into the 
new ideas and requirements 
being dreamt up by researchers 
and developers. “We’ve seen 
some really neat things,” says 
Farquhar. “In the competition’s 
second year, a guy called Bob 
Nicholson built up a database  
of Victorian humour from 
monograph and newspaper 
sources, so that he could work 
out what the rules are and  
why Victorian humour is so  
dire! That’s a really nice example 
of using a corpus of material as  
a data set that can then support 
additional analysis.”

Farquhar’s department has also 
recently worked with Microsoft 
on digitising 65,000 volumes  
of out-of-copyright material. 

“We found that people were 
particularly interested in the 
illustrations, so we snipped  
them out digitally, and again 
created a sort of data set of  
just over a million images,  
which we’ve shared openly  
on Flickr Commons. It’s been  
up for about 18 months, and 
we’ve had over 250 million 
image views.”

The answer, he accepts, is  
likely to be a combination of 
standardising some aspects  
of the library’s digital offering, 
and leaving others far more 
open. “It might be closer to  
a case of: I’ll give you a virtual 
machine and superfast access to 
lots of content, but you’re going 
to have to use your own tools. 
Which for some researchers  
is awesome, because they say 
you’d never have understood  
my tools in the first place.”

Another area under constant 
development is the digital 
department’s relationship  
with the institution’s own  
staff. “A couple of years ago  
we started a digital scholarship 
training programme to give our 
curatorial staff the knowledge 
and confidence to deal with 
digital content and with 
researchers who might  
want to use it in ways that  
are quite different from what 
might traditionally have been 
anticipated. The engagement 
from staff has been fantastic.”  
It has, says Farquhar, been an 
incredibly positive experience  
to witness the British Library 
team’s increasingly sophisticated 
approach. And that surely bodes  
well for the future of digital 
scholarship. 

—

labs.bl.uk

britishlibrary.typepad.co.uk/digital-scholarship

—

1· The Kings Library,  
British Library, St Pancras. 
© Paul Grundy.

2· Basements at British 
Library, St Pancras.  
© Paul Grundy.

3· Aerial view of British 
Library.
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Electricomics
Project Showcase

Alan Moore is a legendary writer 
in the world of comic books and 
graphic novels, with his long and 
celebrated career including such 
classics as Watchmen, V for 
Vendetta and From Hell. When 
working on his film project  
Show Pieces with Mitch Jenkins, 
Moore came up with the idea  
of characters in the background 
of the film creating and reading 
comics in a completely new way. 
That idea grew into what is now 
Electricomics — a new publishing 
platform for comics through 
mobile devices.

Led by Orphans of the Storm, 
the team is headed up by 
Moore’s daughter, the comic 
book writer Leah Moore, and 
the project is produced in 
partnership with app specialists 
Ocasta Studios and researchers  
Dr Alison Gazzard and Daniel 
Merlin Goodbrey. The team has 
been employing a highly open 
and collaborative approach, 
seeking input from audiences 
and the wider industry through 
workshops at conventions and 
conferences to validate and  
test assumptions about the 
difference between the  
print and digital experience.

Comics are intrinsically a 
complex medium, combining  
a range of skills and processes  
to result in the finished product. 
Electricomics requires those 
working in comics to operate  
in new ways and will launch 
with a series of specially 
produced titles from established 
artists. It is a priority for the 
team that the quality of the 
storytelling and reading 
experience remains paramount 
while also employing the new 
capabilities of digital technology. 

With comics being such an 
evocative and tangible form  
of print, the project explores 
important questions of how 
artists and audiences react to 
the opportunities and limitations 
of the screen-based experience. 
Electricomics has ambitions to 
impact both the creative and 
technical processes behind  
comic books. By developing an 
open toolkit for content creation 
as part of the project, it also  
has the potential to bring new 
audiences and creatives into  
the art form. 

Enabling a new 
generation of comic 
book talent and 
audiences.

—

Supported by the Digital  
R&D Fund for the Arts.

—

electricomics.net

artsdigitalrnd.org.uk/projects/
orphans-of-the-storm

—
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First Person / John Stack

Our research at Tate said  
that 50 per cent of the website  
visits were nothing to do with  
a physical visit, not before, 
during or afterwards. It’s slightly 
different at the Science Museum 
at the moment, but in a way the 
opportunity to own that online 
space seems a greater one than 
at Tate. There are a lot more  
art museums than there are 
science museums, after all.

There’s a tendency to skip  
to defining the digital product 
rather than clearly defining the 
user need that it will fulfill. But 
it’s important to spend the time 
digging into what the audience 
wants first and then work out 
the best product to deliver that. 
This is why having a coherent 
digital strategy is important,  
with a clear set of processes 
around it, so that those 
questions do actually  
get asked.

Making digital stuff is on the 
one hand really hard and really 
risky and frequently expensive. 
But on the other hand, it’s 
tremendously fun and you get  
to work with people who are 
thinking about things differently 
and are very creative — and 
obviously in the museum sector 
the content is amazing.

It doesn’t always have to  
be about creating an app. 
Sometimes it’s important to  
look at the things you can do 
that are relatively simple but  
that will improve the visitor  
or user experience. 

There’s a real storytelling 
opportunity with museums  
and that’s something digital  
can do really well. It can be  
rich with multimedia; it can have 
linear, non-linear and multi-linear 
narratives; it can be layered and 
multifaceted. And it can be a bit 
like a lot of things: a reference 
book, an exhibition, an 
encyclopedia, a card index in  
an old library, a tv documentary. 
So for me it’s about how all 
these things are brought 
together in a way that puts 
storytelling at the heart of the 
museum’s digital endeavours.

I want to work on how we  
can make the relationship 
between the physical space  
and the online space even 
stronger. There’s been some 
really interesting work at the 
Cooper-Hewitt museum in  
New York around joining  
up the physical visit and the 
post-visit experience using  
digital tools. That seems like  
a huge opportunity for us as  
well, not least because the 
spaces at the Science Museum 
are unbelievably rich with 
content; if you read every  
label you’d be there for  
a week!

“It doesn’t always  
have to be about 
creating an app.”

John Stack recently joined  
the Science Museum Group  
as its first ever Digital Director. 
Before that he was Head of 
Digital at Tate, overseeing a 
major transformation of the 
organisation’s digital operations. 
He also has a background in 
publishing and was Editor  
of the Contemporary Artists  
Series at Phaidon Press.

—

www.sciencemuseum.org.uk

—
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Real Worlds,  
True Stories,  
Virtual Realities

Documentary director 
and Atlantic Productions 
ceo Anthony Geffen 
has built a global 
company renowned for 
using new technologies 
to tell fascinating stories. 
He shares his thoughts 
on storytelling in the  
21st century with  
Chris Sharratt. 

Anthony Geffen is excited by  
his job, and with good reason. 
As ceo, Executive Producer and 
Creative Director of Atlantic 
Productions, he heads up a 
multi-award winning company  
at the forefront of contemporary 
documentary making. A man 
with documentaries and 
storytelling in his blood, he 
founded the company in 1992 
after ten years at the bbc and 
has directed and produced 
hundreds of films. But that’s  
not all — he is also a serial 
innovator who saw early on  
the huge potential of digital 
technologies.

“For me, it’s always been about 
the story and the way you tell 
stories,” he says. “Although a 
large amount of what we do is 
still told on a tv screen, at the 
cinema or imax, very much part 
of our thought process involves 
exploring the different ways of 
telling stories: 3d, virtual reality, 
online, apps, cgi. For us, it’s 
about pushing that technology.”

In pioneering documentaries 
such as David Attenborough’s 
Conquest of the Skies, 3d and 
cgi have been combined to 
spectacular effect. For The 
Wildest Dream, camera 
technology was stretched  
to the limit in the sub-zero 
temperatures of Mount Everest. 
And in the National Geographic 
series, Time Scanners, 3d laser 
mapping technology combined 
documentary making with digital 
archeology. “We got access to 
some of the top sites in the 
world, scanned them and 
uncovered the things that the 
archeologists had always wanted 
to know,” says Geffen. “That’s 
brand new and very exciting.”

1

1· Anthony Geffen.  
© Atlantic Productions.

2· The Wildest Dream.  
© Atlantic Productions. 

36 Feature • Atlantic Productions



“We’re a group of businesses 
joined together,” explains Geffen. 

“So we have a computer graphics 
company [Zoo vfx], an app 
division [Atlantic Digital], there’s 
Colossus Productions for filming 
in 3d, hd and 4k, and Alchemy 
vr for virtual reality. These 
different elements all feed  
off each other.” 

Geffen believes that virtual 
reality (vr) has huge potential, 
and Atlantic’s approach to  
this technology illustrates  
the company’s ability to think 
creatively and commercially. 
Having explored its use some 
15–20 years ago, at the time 
Geffen concluded it was 
impossible to deliver outside  
of a research setting. But with 
the advent of smartphones, 
Google Cardboard and virtual 
reality apps, things have 
changed.

“With vr we had a lot of the 
elements already in place in the 
company; the storytelling skills, 
the software, the graphics. But 
we didn’t have the absolute 
expertise — so in order to deliver 
that we created Alchemy vr, 
which joined the group of 
businesses that allow us to  
do all these things.”

Crucial to Atlantic’s approach  
is the belief that digital shouldn’t 
be seen as complementary,  
a side order to the main meal  
of documentary filmmaking.  
For Geffen, it’s all part of the  
art of storytelling, another tool 
in the box when it comes to 
communicating a fascinating 
narrative. It’s an attitude 
reflected in the skills of those 
employed in the company,  
with around a third of its core 
70 — 100 staff working in areas 
with a digital/technology focus. 

“If we do an app, we think of  
it as a storytelling experience,”  
says Geffen. “The things that 
have got to happen in an app 
are different to when you go  
to the cinema, so with each 
medium we really change the 
story. The difference now 
compared to ten years ago is 
that we’re able to set out on 
projects where we do the 
various mediums all at once. 
That requires a different way  
of looking at it, different teams 
and directors, all thinking about 
how they are going to tell an 
amazing story. Because when 
you go to a platform you’ve  
got to be blown away, otherwise 
you’ll just go somewhere else.”

Geffen readily admits that this is 
an approach that requires large 
teams and plenty of expertise  

— and it isn’t by chance that 
Atlantic is in a position to deliver 
just that. Thanks to a 
commitment to research and 
development, the company has 
created its own in-house centres 
of excellence that allow it to 
move quickly and innovate 
constantly.

As with the other areas Atlantic 
has been innovating in, with  
vr Geffen’s mantra is the same: 
it’s all about content. It’s this 
approach that is key to the other 
way that Atlantic keeps ahead  
of the technology curve —  
through partnerships with 
technology companies such  
as Sony and Samsung. “I guess 
we’re lucky,” says Geffen,  

“the stuff we’re doing is global, 
millions of people can see it  
in a year, and that’s something 
we can utilise to push the 
technology.”

As for the future, while Geffen 
sees a place for the traditional 
documentary format for some 
time to come, it’s vr that he’s 
most excited about. “We see  
in 3d and 360, that’s our world,” 
he says. “So when you’re in  
a vr environment in full 
storytelling mode, it’s really 
pretty mind-blowing.” 
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Visit the Digital R&D Fund for the Arts website  
at artsdigitalrnd.org.uk for a wide range of 
resources to help organisations of different sizes 
and types on their own digital innovation projects.

Recommended sources of 
inspiration & information:

Technology News

arstechnica.co.uk 
mashable.com 
boingboing.net

Podcasts

Wired uk 
Guardian Tech Weekly 
BBC Click

Books

The Curve: Turning  
Followers into Superfans 
Nicholas Lovell

Value Proposition Design:  
How to Create Products and  
Services Customers Want  
Alexander Osterwalder  
& Yves Pigneur

Creativity Inc: Overcoming  
the Unseen Forces That Stand  
in the Way of True Inspiration  
Ed Catmull

Theme  
Films

Engaging short 
films on the four 
learning themes 
of mobile, 
accessibility,  
data & business 
models.

Research 
Reports

Fascinating 
accounts from  
the R&D Fund 
projects from 
England, Scotland 
and Wales on  
the successes  
and challenges  
of their work.

Theme  
Guides

Downloadable 
pdf guides with 
practical advice 
and insights  
from people and 
projects who have 
explored those 
four themes.

Digital  
Culture

Results from  
this major 3-year 
study tracking 
how arts and 
cultural 
organisations  
in England use 
technology.

Product  
Toolkit

The processes  
and tools you 
need to take  
an idea through 
to a successful 
product.

Magazine 
Features

Interviews, 
profiles and 
guides from a 
range of people 
and organisations 
working in arts, 
technology, 
research and 
beyond. 
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The R&D Fund

The Digital R&D Fund for  
the Arts is a £7 million fund  
to support collaboration  
between organisations with  
arts projects, technology 
providers, and researchers.  
It is a partnership between  
Arts Council England, Arts  
and Humanities Research  
Council and Nesta.
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