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1 Introduction 

This report provides a detailed overview of the online presences of the 869 arts organisations that receive 
regular funding from Arts Council England (hereafter, RFOs).  The research was commissioned by Arts 
Council England and is the first project in a major three-year programme of research designed to inform 
and support the development of Arts Council England’s Digital Opportunities Programme. 

The 869 arts organisations that receive regular funding from Arts Council England span multiple art forms 
and regions (see Exhibit 1), and include both major national arts institutions and smaller organisations. In 
total, RFOs will receive £1.3 billion in funding from Arts Council England over the period 2008-2011 to 
support them in delivering excellent art to the widest range of people. 

Exhibit 1: Distribution of RFOs by art form and region 

 

 
 

The project – intended to provide a ‘snapshot’ of the online properties being provided by the RFOs – was 
completed during a ten-week period from January to March 2009. Its primary objective was to enable Arts 
Council England to better understand the digital presences of publicly funded arts organisations and the 
arts media content that they currently provide to the public. This was, in turn, intended to inform the Arts 
Council’s response to national media policy reviews, and feed in to a second stage of research 
investigating how the public engage with the arts online.  

There were a number of specific research questions underpinning these objectives, including: 

• What proportion of RFOs have an online presence? 

• How are RFOs using their web sites to communicate and/or interact with the public? 

• What proportion of organisations in Arts Council England’s portfolio of RFOs provide arts content on 
their web sites? 

• How much of that content is free to access and what kinds of charging structures are in place for 
content that is not free to access? 

• What is the nature of that content, including:  
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– ease of access/navigation 

– level of interactivity  

– its relationship with the organisation’s live offer 

• To what extent does that content fulfil the purposes and characteristics of public service content as set 
out by Ofcom and refined by MTM London? 

• To what extent is content from RFOs embedded within or linked to from other platforms such as 
YouTube, Facebook and My Space? 

• How, if at all, does the RFOs’ content on third party sites differ from that available on the RFOs 
websites? 

The findings in this report are based on a detailed programme of research and analysis conducted by a 
three-person project team from MTM London (Richard Ellis, Sarah Betts, Bianca Abulafia).  The project 
team evaluated the online presences of the RFOs using an analytical framework developed in collaboration 
with Arts Council England.  The project was managed internally at Arts Council England by Emily Keaney 
and Gill Johnson.   

The findings refer solely to content and services available to users through the open internet at the time of 
the research.  As the research was focused on exploring the types of content and experiences available to 
the public, we did not, on the advice of the Arts Council, engage directly with RFOs for this research. 
Consequently, whilst this report provides detailed information about the current digital offer of the RFO 
portfolio, it does not look at the future plans of those organisations or at what they could deliver with 
different or additional support. The Arts Council has advised that these issues will be addressed in future 
research and through discussion with the sector. 

The conclusions presented in this report represent our best professional judgement based upon the 
information available to us.  We expect that the conclusions and recommendations set out in this report will 
be refined as Arts Council England engages directly with the RFOs and other stakeholders during later 
stages of the Digital Opportunities Programme. 
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2 About MTM London 

MTM London is a specialist strategy consultancy that helps media and communications companies to build 
digital businesses. Its service-offering spans three core disciplines: research and insight, strategy and 
growth, and training and development.  

In the three years since its launch, MTM London has worked extensively across the media, arts and 
cultural sectors, helping clients to develop digital media strategies and advising on the public service 
content agenda. Key clients include Channel 4, British Telecom, Ofcom, NESTA (National Endowment for 
Science, Technology and the Arts), and Arts Council England 

MTM London was founded in November 2005 by Jon Watts, who had previously worked at Spectrum 
Strategy Consultants for six years, and Richard Ellis, who was a Director at Wheel (now LBi), the UK’s 
leading digital agency. 
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3 Executive summary 

3.1 The online presences of the arts organisations funded by Arts Council England 

The Arts Council England currently provides regular funding to 869 arts organisations across the English 
regions, covering a broad range of arts activities and practices1.   

Almost all of the RFOs are active online, with only 12 out of 869 organisations not maintaining any online 
presence.  Their online presences vary widely, reflecting the diverse nature of the RFOs themselves and 
their varying levels of commitment to and expertise in digital media. The majority of sites focus primarily on 
marketing live arts experiences, although a small but important minority have transformed into multi-
platform cultural institutions with an online presence that is a destination in its own right rather than just a 
window into the live offer (see Exhibit 2, below). Importantly, many sites serve multiple purposes and target 
multiple audiences – for example, a gallery might use its site to market its live offer to the general public, 
but also to recruit volunteers, attract donations, and generate revenue by selling merchandise.  

Exhibit 2: Categorisation of RFO online presences 

 
  

To some extent, the online presences of the RFOs vary by art form (see Exhibit 3)2. RFOs active in artistic 
practices heavily impacted by digital, such as Visual Arts and Music, are more likely to maintain 
sophisticated online properties than RFOs specialising in other art forms: together with Theatre (the largest 
art form in terms of number of RFOs), they are responsible for nearly three quarters of the most 
sophisticated RFO sites3.   

 

 

                                                           

1 See Introduction for breakdown of the RFOs by art form and region 
2

 See Section 6.1 for a description of the different art forms, as categorised by Arts Council England 
3

 Properties rated as either Rich Marketing Sites, Multi-Platform Cultural Institutions, and Online Specialists 
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Exhibit 3: Categorisation of RFO sites by art form   

 
 

There is also some variation in RFO sites across the regions, although this is largely related to the 
geographical distribution of RFOs in each art form (see Exhibit 4, below). 

Exhibit 4: Categorisation of RFO sites by region   

 
 

In addition to managing their own online domains, RFOs actively use social networks to market 
themselves, with over half (56%) maintaining a profile on at least one social network. Facebook is the most 
popular - 45% of all RFOs have an official Facebook profile, whilst 20% maintain a MySpace profile. 
Fifteen percent of RFOs maintain their own official YouTube channel, and many others use YouTube as a 
low-cost distribution platform for online video.   

RFOs are using Facebook and MySpace for a variety of general communications activities, with almost all 
profiles containing basic information about the RFOs and pictures of venues and recent events. Beyond 
this, usage varies depending on the objectives of the organisation: a theatre group might post videos of a 
live performance, for example, whilst a community arts organisation might send messages to friends 
encouraging them to volunteer. 
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Most of this activity is small-scale, typically attracting relatively small numbers of users – a third of RFO 
Facebook profiles had fewer than 100 friends and had not had a message posted in the previous month. 
The largest profile belonged to the Royal Opera House, which had 15,000 friends (see Exhibit 5).  Music 
RFOs tend to have the largest profiles, with an average of 590 registered friends per profile, almost double 
the size of the next largest art form.  Similarly, RFOs in London have - on average - double the number of 
friends and wall postings on their social network profiles as RFOs in the next best-performing region, 
reflecting the high profile of several London-based RFOs. 

Exhibit 5: RFO social networking activity 

 

 

3.2 RFOs and public service content 

As the media sector becomes more fragmented, with the proliferation of digital channels, services and 
devices increasing the intensity of competition for the time and attention of consumers, traditional models 
of public service broadcasting are becoming more challenging4.  As a result, there is an opportunity for arts 
and cultural organisations to position themselves as creators and distributors of public service content. In 
order to assess how well positioned the RFO portfolio is to respond to this opportunity we examined the 
extent to which their online properties already display public service characteristics5. 

It is clear that many of the RFOs are already providing a significant body of public service content (see 
Exhibit 6 below), with 56 organisations providing content with some or all of the characteristics of public 
service content.  Most of these organisations are either major cultural institutions with strong brand names 
and (relatively) substantial budgets, or small but digitally literate organisations with a focus on the moving 
image or multimedia. 

 

                                                           

4
 For further analysis of the challenges facing public service broadcasting, see Ofcom’s Second Public 

Service Broadcasting Review, Putting Viewers First (January 2009) and the Digital Britain Review Interim 
Report (January 2009) 
5 See Section 7 of the report for a more detailed description of the analytical framework used to assess 
current levels of provision across the RFO sites 
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Exhibit 6: Provision of public service content on RFO sites 

 
  

At a high level, the RFOs are currently providing four main types of public service content: 

• Short and long-form programming – for example: a museum producing and distributing a weekly 
video podcast 

• Interactive resources and applications – for example: an e-learning tool focused on the history of a 
particular artist or art movement 

• Catalogues and archives – for example: an art gallery making its collection available online 

• Net art – for example: works of digital art primarily created for the web.  

At its best, the public service content currently being provided by the RFOs is indicative of the potential of 
the online medium for bringing great art to audiences in new, participative and interactive ways – notable 
examples include: Resonance.FM, an online and FM radio station that delivers a rich and compelling mix 
of arts programming; The Philharmonia Orchestra’s Sound Exchange, which includes an online sequencer 
that enables users to mix their own music; and Axisweb’s searchable directory of over 19,500 professional 
contemporary artists and their works6. 

However, it is also clear that there is considerable scope for improvement. Although almost all RFOs are 
online in some shape or form, only a small group currently provide high-quality, engaging online 
experiences. Clearly, many RFOs have limited budgets for online: however, the significant gulf in quality of 
provision between the highest and lowest quality sites is unlikely to be explained solely in terms of 
resources. There appear to be important opportunities for even the leading RFOs to enable users to 
participate more fully in interactive experiences and to further explore the relationship between online and 
offline arts. In these respects, RFOs can draw inspiration from examples of innovation elsewhere, including 
the Tate, which is developing an impressive body of original content, projects such as Learning To Love 
You More, which sets tasks for amateur artists and displays responses in online and live exhibitions, and 
tools such as the Brooklyn Museum Collection API, which enables third parties to display Brooklyn 
Museum collection images and data in their own applications7. 

                                                           

6
 See Section 7 of the report for more detailed case studies 

7
 See Section 7 of the report for more detailed case studies 
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Furthermore, although there is a body of high-quality content on some sites, this content can be hard to 
discover, with low Google PageRank8 scores, meaning that users are unlikely to find much of this content 
unless they search for the RFOs’ names or for an exact phrase on a site.  Very few of the RFO sites 
appear to be reaching large audiences online, with only one RFO property – the Royal Shakespeare 
Company site – attracting a large enough audience to register in the Nielsen//NetRatings9 top 6,000 sites 
in 2008. As a result, the reach and impact of the content that is currently being provided is limited.   

 

 

                                                           

8 See Section 3.1 for a definition of Google PageRank 
9 Nielsen//NetRatings: market research data for online activity in the UK, provided by Nielsen 
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4 Methodology  

4.1 Key considerations in developing our approach 

In developing its approach to this piece of work, the project team addressed a number of important issues 
and challenges relating to the structure of the market, the scope of the study, and the nature of the criteria 
used to filter and assess online content and services. These are described in more detail below. 

Conducting primary research with RFOs and end users was out of scope 

Arts Council England specified that the project should be a snapshot of the online presences of RFOs, and 
that it would be out of scope to survey RFOs or end users directly at this stage. As such, the project team 
focused primarily on reviewing site characteristics that can be directly observed using a desk-research 
based approach, and was not able to draw firm conclusions about the specific intentions of the RFOs in 
offering online properties.   

Many RFOs manage or are involved in multiple online presences  

Many RFOs have multiple online presences spanning their core web site and the social networks, including 
MySpace, Facebook, YouTube, Flickr and Twitter.  In many cases, core web sites are predominantly 
marketing tools, with the social networks used to build and communicate with online communities.   

Measuring discoverability, reach and impact is challenging as many RFO sites attract relatively small 
audiences 

The majority of RFO online presences are small scale and attract only limited traffic, often because of the 
local nature of many organisations. As a result, it is difficult to measure these site’s reach and impact using 
panel based measurement data such as Nielsen//NetRatings. 

The characteristics of public service content described by Ofcom are broadcast-centric and can be difficult 
to apply to innovative digital services 

The public service characteristics defined by Ofcom in its initial Review of Public Service Broadcasting 
primarily related to broadcasting-focused services.  

MTM London has already worked with Ofcom to adapt these characteristics to take account of the 
interactive and collaborative nature of online content10. We have used this revised set of purposes and 
characteristics as the basis for evaluating the degree to which RFOs currently produce public service 
content.  In addition, we have added a fifth purpose relating to culture and the arts that is included in the 
BBC Trust’s Broadcasting Agreement: “stimulating creativity and cultural excellence”. The scope of this 
purpose includes “enrich[ing] the cultural life of the UK through creative excellence in distinctive and 
original content;  foster[ing] creativity and nurtur[ing] talent; and promot[ing] interest, engagement and 
participation in cultural activity among new audiences,”11.  

The revised set of public service purposes and characteristics are included below in Exhibit 7. 

 

 

 

                                                           

10 MTM London, Review of availability of public service content online, (November 2007) 
11 DCMS, Broadcasting – An Agreement Between Her Majesty’s Secretary of State for Culture, Media and 
Sport and the British Broadcasting Corporation, (July 2006) 
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Exhibit 7: Public service characteristics in the online market  

 
 

4.2 Approach  

Given these considerations, the project team used a simple four stage approach to the project: 

1. The development of a flexible analytical framework for assessing the RFO online presences  

2. An audit of an initial sample of sites across the RFO categories to test the approach 

3. An audit of the full range of online properties operated by RFOs 

4. A detailed review of the content and functionality available on a short-list of sites identified as providing 
public service content. 

This approach is described below in Exhibit 8.  
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Exhibit 8: Project approach and workplan 

 
 

Analytical framework 

The analysis of each RFO site during workstep three involved four steps: 

1. Basic organisation information: organisation name, art form, region, and core online presences 
maintained by RFO 

2. Basic site information: an assessment of target audience(s), core purpose of site, and key areas of 
content and interactivity (e.g. online bookings, podcasts, paid for content) 

3. Public service content evaluation: a qualitative assessment of the site against a simplified set of 
public service content characteristics, comprising:  

• High quality 

• Distinctive (assessing the extent to which the property is original, innovative and/or challenging) 

• Engaging (including a measure of interactivity) 

4. Discoverability: Given the small scale of many RFO properties, we adopted a blended approach to 
evaluating discoverability, utilising: 

• Nielsen//NetRatings panel data, which provides a measure of the number of users and active reach, 
but is relevant for the largest sites only 

• Google PageRank, which provides a quantitative measure of a site’s discoverability, based on the 
number of pages that link to the site 

• A Social Bookmark Checker, which provides a quantitative measure of the number of times a site has 
been bookmarked on social media sites such as Delicious. 

 12
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Exhibit 9: Analytical framework template for audit of RFO sites 
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5 Audit of RFO core sites  

This chapter reviews the online domains maintained by RFOs, including the purpose of each site, the 
content and functionality they offer, the audiences they appear to be targeting and their reach and 
discoverability. 

5.1 Categories of RFO online domain 

Almost all of the RFOs are active online, with only 12 out of 869 organisations not maintaining any online 
presence.  The vast majority (94%) maintain their own domain. Most of the remaining 5% have either a 
page or channel on another domain, and two RFOs maintain profiles on social networks but no other online 
presence.  

The majority of the RFO sites focus primarily on marketing live arts experiences or services. However, 
beyond this RFOs’ online presences vary widely, reflecting the diverse nature of the organisations 
themselves and their varying levels of commitment to and expertise in digital media. At a high level it is 
possible to divide RFOs and their sites into four broad categories:  

• Basic Marketing Sites are essentially online brochures promoting the live offers of RFOs 

• Rich Marketing Sites that also primarily serve to promote the RFOs’ live offers, but are characterised 
by a greater breadth and depth of content and functionality  

• Multi-platform Cultural Institutions with an online offer that stands up as a destination in its own right 
rather than just a window into the live offer  

• Online Specialists for which online is the primary channel for delivering their offer. 

We classified almost all RFO sites as Basic or Rich Marketing Sites (68% and 26% respectively), with a 
further 4% classified as Multi-platform Cultural Institutions. We found just three Online Specialists (see 
Exhibit 10, below).  

Exhibit 10: Categorisation of RFO core sites by purpose and extent of offer  
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5.1.1 Basic marketing sites 

Over two-thirds (68%) of RFO core sites are Basic Marketing Sites designed to market offline experiences 
or services. These sites tend to be limited in terms of production values, content and functionality – in the 
main, they are online brochures describing the organisation, its mission and services. Many appear to have 
been built in-house on a limited budget, often using open source publishing platforms.   

Sites in this category vary from a single page on another domain through to stand-alone sites that are 
simple but effective tools for communicating an organisation’s mission and offering. The more 
sophisticated sites contain an email newsletter or RSS feed (56%), online booking service (21%),12 or 
operate an online shop (14%). A quarter of Basic Marketing Sites contain audio visual content, often in the 
form of embedded YouTube videos, whilst 9% maintain a blog.  

Exhibit 11: Content and functionality on Basic Marketing Sites 

 
 

Importantly, the inclusion of a site in this category does not necessarily imply a negative value judgement – 
many of these sites are fit-for-purpose and likely to represent an effective and appropriate use of resource. 
There are also good examples of RFOs such as B3Media which maintain Basic Marketing Sites but 
produce high quality content for distribution elsewhere online – in the case of B3Media as part of Tate: 
Remixed (see Exhibit 12, below). 

Exhibit 12: The Tate Remixed collaboration between Tate and B3Media 

 

                                                           

12
 Often through a third-party booking site such as Ambassador Tickets
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Exhibit 13: Northern Architecture – Case study of high quality Basic Marketing Site 13 

 

 

5.1.2 Rich Marketing Sites 

Just over a quarter of RFOs maintain Rich Marketing Sites. These sites also market a live, offline 
experience or service, but are characterised by a greater breadth, depth and freshness of content and 
functionality than Basic Marketing Sites.  

Rich Marketing Sites make greater use of audiovisual content to promote their offer: for example, a theatre 
might distribute clips from a performance, and a gallery might distribute interviews with artists or curators. 
The majority offer an email newsletter and/or RSS feeds (73%); a third have an on-site shop or link to a 
third party provider such as Amazon or iTunes, and a quarter offer online booking. A significant minority of 
sites include small educational resources (such as teacher’s packs) and online donation functionality (often 
enabled through third parties such as Charity Choice). 

                                                           

13 http://www.northernarchitecture.com/  
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Exhibit 14: Uptake of content and functionality on Rich Marketing Sites  

 

 

 

The more sophisticated RFOs in this category offer some limited examples of original short-form 
programming, online exhibitions, e-learning resources, and net art. Notable examples include Pilot Theatre, 
a national touring theatre company which operates its own web channel, providing a stream of original 
video and musical slideshows, and Lanternhouse International, a contemporary art exhibition centre and 
workshop, which maintains a clean and elegant online presence with engaging micro-sites promoting 
current exhibitions (see Exhibit 15, below). 

Exhibit 15: Lanternhouse – Example of high quality Rich Marketing Site 14 

 
 
 

                                                           

14 http://www.lanternhouse.org  
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5.1.3 Multi-Platform Cultural Institutions  

Thirty five RFOs (4%) maintain online presences which market a live experience but also stand up as 
destinations in their own right. 

The online presences of these Multi-Platform Cultural Institutions are characterised by rich content and 
functionality, featuring audiovisual content such as podcasts, video and streaming audio, and a range of 
interactive experiences. The nature of the experiences on offer varies considerably from site to site, and is 
typically complementary to the RFOs’ live offer: for example, a museum or gallery might digitise its archive, 
create a virtual tour of a live exhibition, and complement this with arts media content on related subjects, 
whilst a musical institution might stream a live performance or make recordings of performances available 
for download. Many also provide formal learning resources, such as teachers’ packs or interactive learning 
tools targeted at a particular key stage in the National Curriculum. 

Most of these organisations are major cultural institutions with strong brand names and (relatively) 
substantial budgets. The Philarmonia Orchestra is a notable example of a major cultural institution in this 
category: the organisation’s site includes the Sound Exchange, an educational tool that enables users to 
mix their own music using its sequencing software, and a ‘City of Dreams: Vienna 1900-1935’ microsite 
which allows users to explore the history of Vienna.  

Exhibit 16: Multi-Platform Cultural Institutions - content and functionality  

 

 

In addition, this category includes a number of smaller but digitally literate organisations, often with a focus 
on the moving image or multimedia. For example, Sonic Arts Network, a national organisation which 
promotes engagement with and learning through the art of sound, offers a freeware software application 
called LumiSonic that visualises sound in real-time in a way that allows hearing-impaired individuals to 
interact with a graphical representation of that sound, whilst Motiroti, a London-based international arts 
organisation, offers a collection of digital art microsites (Alladeen, Cocophony, Playful Presentation) and a 
library of 60 short films (60x60).  
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Exhibit 17: Philharmonia – Case study of high quality Multi-platform Cultural Institution site 15 

 
 

In general, RFOs classified as Multi-Platform Cultural Institutions are providing content that displays some 
or all of the characteristics of public service content. Chapter seven contains further analysis of these 
organisations’ online presences. 

 

5.1.4 Online Specialists 

Three RFOs are focused solely on the delivery of an online service or experience, using the internet as 
their primary medium.  

Exhibit 18: Online Specialists  

RFO  Features of online offering 

Axis Web Online resource featuring an impressive database of contemporary artists and their works, 
with over 19,500 exhibits  

Users able to join, post examples of their artwork, contact one another, and use forums 

Range of editorial content  

Poetry 
Archive

Collection of spoken poetry, read by poets and academics, celebrating poetry as an oral art 
form – includes in excess of 670 readings  

Range of learning resources such as teacher’s packs, background material on the poets 
and interviews with poets  

Children’s section features poetry organised by theme  

                                                           

15 http://www.philharmonia.co.uk  
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Winona E-
Solutions, 
LONSAS

Online arts and education resource for London schools and artists 

Library of information relating to teaching the arts, designed to support teachers in lesson 
planning and developing school arts programmes  

Artists able to create online profiles featuring example of their work – over 600 profiles are 
listed in a directory for teachers to use to find artists who work with schools 

 

5.2 Target audiences 

The majority of the RFO sites focus primarily on marketing a live arts experiences or service (88% of sites 
reviewed). However, over 75% of sites target multiple audiences – for example, a contemporary arts venue 
might use its site first and foremost to market its live offer to the general public, but might also seek to 
recruit volunteers, attract donations, and generate revenue by selling merchandise. 

Beyond the general public, the most common target audiences targeted by RFO sites are the professional 
artist community (39% of RFOs), other arts organisations and businesses (36%), teachers (33%), and 
young people and children (16% and 5% respectively).  

Exhibit 19: Audiences targeted by RFO core sites 

 

 

5.3 Reach and Discoverability  

The project team adopted a blended approach to assessing reach and discoverability, using a range of 
online tools, including: 

• Nielsen//NetRatings panel data, which provides a measure of the number of users and page views, but 
is potentially relevant to the largest sites only 

• A Social Bookmark Checker, which provides a quantitative measure of the number of times a site has 
been bookmarked 

• Google PageRank, which provides a quantitative measure of a site’s discoverability, based on the 
number of pages that link to the site 

5.3.1 Nielsen//NetRatings 

Very few of the RFOs’ sites are reaching large audiences, with only one RFO property – the Royal 
Shakespeare Company site – attracting a large enough audience to register in the Nielsen//NetRatings top 
6,000 sites, with 83,000 unique monthly visitors.  
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Exhibit 20: Nielsen//NetRatings data for RFOs and selected other cultural institutions 

 
 

For reference, the Tate attracted the largest audience of the major UK cultural institutions we searched for 
outside the RFOs, with a Unique Audience of 107,000, followed by the Victoria and Albert Museum, with 
82,000.16 The smallest sites registering on the Nielsen//NetRatings panel received 12,000 unique users.  

5.3.2 Social Bookmark Check 

The most bookmarked site is London Review of Books with over 4,000 bookmarks.17 A further six RFOs 
receive over 1,000 bookmarks (see below).  

Exhibit 21: Top 10 RFO sites by number of social bookmarks 

 
 

The average number of bookmarks for RFOs with online presences is 50. The majority of sites (56%) have 
been bookmarked between zero and nine times, with 12% having no bookmarks at all.  

 

                                                           

16 Nielsen//NetRatings (June 2008) 
17 The term ‘bookmarks’ in this section refers to combined tags on Delicious and Technorati 
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Exhibit 22: RFO sites by number of social bookmarks  

Number of social bookmarks Number of 
RFO sites 

Percentage 
of RFO sites 

0 – 9 social bookmarks 479 56% 

10 – 99 social bookmarks 301 35% 

100 – 999 social bookmarks 68 8% 

Over 1,000 social bookmarks 7 1% 

All RFO sites 855 100% 

  
 

5.3.3 Google PageRank 

A web site’s Google PageRank is an indication of how important Google assesses the site to be in relation 
to all other web sites, and is a major determinant (along with relevance to the search) of how high a site will 
appear in an organic search. As such, a site’s Google PageRank provides a useful indicator of its 
discoverability. 

Exhibit 23: Google PageRank scores – RFO core sites 

Google PageRank Percentage of RFO sites For example 

Elite (8 – 10) 0% -- 

Above average (6 – 7) 15% Royal Opera House, The Barbican

Average (3 – 5) 82% Motiroti, Charnwood Arts

Below average ( 0 – 2) 4% Soho Theatre Company, Urban Voice

Total 100% -- 
 

 
 

In general, RFO sites achieve relatively low rankings: over half have a PageRank of four or below. The 13 
highest ranking RFOs achieve a Google PageRank of seven. The majority of RFOs (86%) achieve a score 
of five or below (see Exhibit 24, below).  

For context, Google itself receives a ranking of 10, the BBC is one of the few UK sites that achieves a 
score of nine, and the Tate is one of the few cultural institutions to achieve a Google PageRank of eight. 
Most web sites should be able to obtain a PageRank of one or two fairly easily within a few months. With 
sustained attention a PageRank of three or four is viable within six months. A Google PageRank of seven 
or eight generally indicates sites that have existed for a long time, and are generally either major 
institutions or well-known brand names. Very few sites achieve a rank of over seven.  
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Exhibit 24: A selection of Non-RFOs and RFOs on Google PageRank 

 
 

5.3.4 Sample search – Romeo and Juliet balcony scene 

Although many of the RFO sites contain high quality content and experiences, these can often be difficult 
to find.  

For example, the Royal Shakespeare Company site contains a series of engaging videos on the making of 
a production of Romeo and Juliet. However, users are unlikely to find these videos through Google unless 
they use the exact wording from the page (a search for “Romeo and Juliet” + “behind the scenes” returns 
the videos as the fifth link in an organic Google search). Even a visitor to the site is unlikely to find the 
videos, as they must click on the ‘Education’ link on the site home page, then on the ‘Exploring 
Shakespeare’ link to reach the relevant section. There are two further clicks, neither of them clearly 
signposted, before the user can watch the video. 

Exhibit 25: User journey to Romeo & Juliet ‘Behind the Scenes’ videos  
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5.3.5 Conclusion 

The Nielsen//NetRatings, Social Bookmark and Google PageRank data indicate that the majority of RFO 
sites: 

• Attract relatively small audiences 

• Have low to average Google PageRank scores, suggesting that their content may be hard for 
audiences to discover  

• Are not frequently bookmarked, suggesting that in the main their audiences do not regard them as 
particularly notable. 

More work is required to assess the extent to which RFO sites are attracting their intended audience. 
However, these initial findings suggest that discoverability is likely to be a major issue across sites 
providing arts and cultural content.  

For the overwhelming majority of sites, the major provider of traffic is likely to be search. However, in 
general consumers search for known needs and brands, which disadvantages small, lesser known 
organisations. It is unlikely to be a coincidence that the only RFO with sufficient traffic to register on 
Nielsen’s panel is the Royal Shakespeare Company, which has arguably the UK’s largest cultural brand in 
its name.  The fact that RFO sites attract low to average Google PageRank scores means that users are 
unlikely to find an RFO site linked in the first page of Google search results unless they search for the 
RFOs’ exact names or an exact phrase on an RFO site, meaning that high quality content on these sites 
will often go undiscovered. In addition, search engines are not effective at distinguishing between content 
on the basis of quality, making it difficult for users to find the most innovative and exciting content. Issues 
with discoverability are likely to be further compounded by the absence of an effective and trusted arts 
aggregator to signpost users to content. 
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6 RFOs and the social networks  

There are a wide range of social networks in the UK, ranging from general communication and 
entertainment platforms such as Facebook and MySpace, through to specialist social networks focused on 
a particular type of media, such as YouTube and Flickr. Taken together, these social networks account for 
around 10% of UK internet traffic.18

Social networks are growing and evolving rapidly – Facebook only launched in the UK in 2005, but is now 
the second most used site in the UK after Google. Twitter has seen its traffic increase five-fold in the one 
and a half months during which this project was conducted, rising from 291st to 91st in Hitwise’s most-used 
site rankings.19  

Exhibit 26: Social networks by UK market share 

Ranking Social Network Market Share 

1 Facebook 37.57% 

2 YouTube 17.05% 

3 Bebo 9.11% 

4 MySpace 5.01% 

23 Twitter 0.24% 

 

RFOs are actively using social networks to market themselves, with over half (56%) of the RFOs 
maintaining a profile on a social network. One quarter of all RFOs have presences on more than one social 
network.   

Exhibit 27: RFO profiles on social networks 

 

                                                           

18 Hitwise, UK Online Media Round-up (February 2009); comScore, Social networking in Europe (February 
2009) 
19 Hitwise, UK Online Media Round-up (February 2009); Hitwise Newsletter (February 2009) 
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Facebook is by far the most popular social network among RFOs – 45% of all RFOs have an official 
Facebook profile page, group or fan page; 20% have a MySpace profile; and 3% have a profile on Twitter.  
Fifteen percent of the RFOs maintain their own official YouTube channel, with other RFOs using YouTube 
as a low-cost distribution platform for online video.   

Exhibit 28:  Most popular RFO social networks  

 

 

6.1 RFO usage of MySpace and Facebook 

RFOs are using Facebook and MySpace for a variety of general communications activities, with almost all 
profiles containing basic information about the RFOs and pictures of venues and recent events. Beyond 
this, usage varies depending on the objectives of the organisation: a theatre group might post videos of a 
live performance, for example, whilst a community arts organisation might send messages to friends 
encouraging them to volunteer. 

Exhibit 29: Social network functionalities – a typical RFO Facebook profile page 20 

 
 

                                                           

20 The English National Opera’s Facebook profile  
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The majority of RFO MySpace and Facebook profiles contain at least one comment or wall post made by 
either the RFO or a friend; 79% contain photos; half contain a discussion board with at least one active 
thread, and a third include videos uploaded by the RFO.21 In addition the more active RFOs use a range of 
applications: for example, the Britten Sinfonia uses the social networks to invite friends to performances, 
whilst South East Dance sends messages to friends encouraging them to volunteer. Other common 
applications include review applications, discographies, audio players and slide shows. 

Exhibit 30: Activity on RFO Facebook profiles 

 
 

6.2 Size and activity of RFO social network communities 

Most of this activity is relatively small-scale, typically attracting relatively small numbers of users – a third of 
RFO Facebook profiles had fewer than 100 friends, with the largest profile, belonging to the Royal Opera 
House, having 15,000 friends. Four other organisations have over 5,000 friends. 

The majority of RFO communities are relatively inactive: the average number of wall posts and comments 
per RFO profile is 40, and over half of all profiles had not had a single message posted by either the RFO 
or a user in the previous month (see Exhibit 31, below). Only 12 RFO communities, equating to 2%, 
contained over 251 wall posts. 

Exhibit 31: Activity levels on RFO profiles – days since last wall post  

Time since last post % RFOs 

Post in last day 7% 

Between one and seven days 18% 

Between one week and one month 22% 

Over one month 54% 

Total 100% 

 
 

                                                           

21 Equivalent data for MySpace profiles are: 91% photos uploaded; 85% comments posted; 50% blogs 
updated by the RFO in the last 12 months: 24% videos uploaded 
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Exhibit 32 plots the size of each community against the levels of activity in each community, using friends 
as a proxy for size and wall posts as a proxy for activity levels. The larger communities are operated by a 
mix of major cultural institutions such as the London Symphony Orchestra and smaller online-savvy 
individuals such as Jonzi D Productions, a hip-hop artist who has built up vibrant communities on MySpace 
and Facebook. There is considerable variation in activity-levels on these larger communities, reflecting 
(perhaps) different levels of engagement and patterns of behaviour: whereas The Royal Opera House has 
over double the number of friends of any other RFO, but only around 200 wall-posts on its profile: in 
contrast, the Charnwood Arts profile has over 600 wall posts, and Jonzi D Productions has over 1,600, 
suggesting that these RFOs and their friends are more willing to engage in a dialogue.  

Exhibit 32: Map of the size and activity of RFO social network communities  

 

 

6.3 YouTube 

A total of 132 RFOs (15%) have an official channel on the video sharing site YouTube, whilst many more 
use it as a low cost distribution platform for video by posting a video to YouTube and then embedding that 
video in their profile. RFOs that specialise in live performance tend to use YouTube the most: Dance RFOs 
are the most likely to have an official YouTube channel (28%), followed by Music RFOs (20%). Notable 
users of YouTube include: 

• Sadler’s Wells, with over 80 videos of performances, events and interviews with artists  

• Apples and Snakes uses YouTube to post videos of artists reading their poetry 

• Derby QUAD, a Visual Arts RFO, uses YouTube to distribute over 70 videos of works of art 

• The New Writing Partnership, which has over 20 videos of footage from workshops and talks given by 
writers. 
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Exhibit 33: % of RFOs maintaining an official channel on YouTube, by art form  

 
 

6.4 Flickr and Twitter 

In total, 58 RFOs use Flickr to share photos. Dance and Visual Arts RFOs are the most likely to use Flickr 
– 13% and 10% respectively, compared to an average of 7% for all RFOs. The Camden Arts Centre is a 
notable excellent example of an RFO making use of Flickr – its photostream contains over 150 photos of 
exhibits and events held at the gallery.  

Twenty-nine RFOs maintain a profile on the micro-blogging platform Twitter, despite it being relatively new 
at the time of the audit. RFOs use Twitter to keep followers up to date with a steady stream of bite-size 
information on latest news and developments without the followers having to visit the RFOs’ profile or web 
site. Notable users include the CandoCo Dance Company and the London Symphony Orchestra.  

 

6.5 Case study – the London Symphony Orchestra  

Facebook: 

Community of over 6,000 friends 

Friends can upload own photos and submit reviews of 
performances 

RFO responds promptly and helpfully to wall posts 

Music player, which links to an online shop 

Video content of performances 

  

 

 29

http://www.camdenartscentre.org/home/
http://www.flickr.com/photos/camdenartscentre/
http://twitter.com/CandocoDance
http://twitter.com/londonsymphony
http://www.facebook.com/pages/London-Symphony-Orchestra/7123687989?sid=d924fa6addaaab2280d4e9e25742127c&ref=s


Arts Council England – Digital Content Snapshot – May 2009 
 
 
 
 

MySpace: 

Community of over 1,300 friends 

Music player features recent live performances, and has over 
8,000 plays 

RFO regularly updates blog  

Twitter application with recent Twitter posts 

Video content with over 600 views  

  

Twitter: 

Maintains ongoing dialogue with audience via Twitter 

Frequent updates on rehearsals and performances 

630 followers  

 

 

 

YouTube: 

Channel with 53 videos 

Videos content includes: 

– clips of performances  

– Interviews with conductors and musicians 

– presentations exploring performance pieces  

– master-classes 
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7 Audit results by art form and region  

7.1 Audit results by art form 

This chapter analyses the degree to which RFOs’ online presences vary by art form. It is important to note 
that not all art forms receive equal levels of funding, and that the number of RFOs in each art form 
category varies - the largest category is Theatre, with over 200 RFOs and the All Art Forms category is the 
smallest, with only 40 RFOs.  

Exhibit 34: Distribution of RFOs by art form  

Art form category Number of RFOs Share of total 

Theatre 219 25% 

Visual Arts 185 21% 

Combined Arts 133 15% 

Music 106 12% 

Dance 67 8% 

Not Art Form Specific 63 7% 

Literature 55 6% 

All Art Forms  40 5% 

All RFOs 868 100% 

 

 

7.1.1 Categorisation of RFO sites, by art form 

Almost all RFOs maintain an online presence in the form of their own domain and/or a social networking 
profile; of the 12 RFOs that do not, five are in the Combined Arts category. 

To some extent, the online presences of the RFOs vary by art form (see Exhibit 35, below). RFOs active in 
Visual Arts and Music are more likely to maintain sophisticated online properties than RFOs specialising in 
other art forms: together with Theatre (the largest art form in terms of number of RFOs), they are 
responsible for nearly three quarters of the most sophisticated RFO sites22.  41% of Visual Arts sites are 
classified as Basic Marketing Sites and 62% of Music sites are rated as Basic Marketing. All Art Forms is 
the category with the highest proportion of Basic Marketing Sites (88%). 

 

 

 

                                                           

22
 Properties rated as either Rich Marketing Sites, Multi-Platform Cultural Institutions, and Online 

Specialists 
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Exhibit 35: Categorisation of RFO sites, by art form  

 

 

7.1.2 Provision of public service content 

RFOs active in artistic practices heavily impacted by digital, such as Visual Arts and Music, are more likely 
to maintain properties that display the characteristics of public service content. Visual Arts and Music are 
the art form categories with the highest average scores at 8.3 and 7.9 respectively, compared to an 
average of 7.4 for all RFO sites. They are also the only art forms containing sites that rated ‘Excellent’ (a 
score of 13 or more). Literature RFOs had the lowest average site score at 6.5, followed by the All Art 
Forms category at 6.8.  

Exhibit 36: RFO public service content scores, by art form 
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7.1.3 RFO use of social networks, by art form  

There is considerable variation in use of social networks by art form. Theatre (68%), Dance (66%) and 
Music (65%) RFOs are the most likely to be active across one or more social networks – in contrast, less 
than a third of RFOs in the Literature, Not Art Form Specific, and All Art Forms categories maintain a profile 
on a social network.  

Exhibit 37: RFO uptake of social networks, by art form  

 
 

Music RFOs tend to have the largest and most active profiles, with an average of 590 registered friends 
per profile, almost double the size of the next largest art forms, Theatre and Dance, which have an average 
of around 300 friends per profile. Literature and Not Art Form Specific maintain the smallest and least 
active profiles, with an average of only 50 and 100 friends and five and seven wall posts per profile 
respectively.  

Exhibit 38: Size and activity levels on social networks by art form  
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7.1.4 Reach and discoverability, by art form 

Most (82%) RFO sites are ‘Average’ in terms of discoverability, according to their Google PageRank 
scores.  However, there is some variation between art forms. Literature is the highest ranking art form, with 
an average score of 4.9, compared to an average of 4.4 for all RFOs. Literature is followed by Visual Arts 
(4.8), and Music and Dance (4.6). Combined Arts and All Art Forms RFOs have the lowest average 
PageRank score with 4.0 and 3.9 respectively. 

Exhibit 39: Reach and discoverability by art form 

 

7.2 Audit results by region 

This section analyses the degree to which the RFOs’ online presences vary by region. It is important to 
note that variation is largely related to the uneven geographical distribution of RFOs by art form, and by the 
level of funding they receive – in particular, results for London are distorted by the disproportionate number 
of national organisations such as the Royal Opera House and National Theatre that receive high levels of 
funding and operate on the national and international stage. 
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Exhibit 40: RFOs by region  

Region Number of RFOs Share of total 

London 275 32% 

North West 109 13% 

Yorkshire 106 12% 

South West 80 9% 

North East 79 9% 

West Midlands 69 8% 

East Midlands 59 7% 

South East 57 7% 

East 34 4% 

National 1 0% 

All RFOs 869 100% 
 

 
 
 

7.2.1 Categorisation of RFO sites, by region  

To some extent, the online presences of the RFOs vary by region (see Exhibit 41, below). RFOs located in 
London and the South East of England are slightly more likely to maintain sophisticated online properties 
than RFOs located in other regions: only 60% and 61% of South East and London sites are classified as 
Basic Marketing Sites, and half of all RFOs classified as Multi-Platform Institutions or Online Specialists are 
based in London. In contrast, RFOs in the East of England have the highest proportion of Basic Marketing 
Sites (82%). 

Exhibit 41: Categorisation of RFO sites, by region  
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7.2.2 Provision of public service content, by region 

RFOs active in London, the South East and the West Midlands are more likely to maintain properties that 
display the characteristics of public service content than RFOs in other regions – although this variation is 
largely related to the uneven geographical distribution of RFOs by art form. 

RFOs in London, the South East and the West Midlands had the highest average site scores at 7.8, 7.8 
and 7.6 respectively, compared to an average of 7.4 for all RFO sites. However, the only regions 
containing sites that rated ‘Excellent’ (a score of 13 or more) were London and Yorkshire. RFOs in the East 
had the lowest average site score at 6.7, followed by the East Midlands at 6.8. 

Exhibit 42: RFO public service content score by region  

 
 

7.2.3 RFO use of social networks by region 

There is a degree of variation in use of social networks by region, with nearly three-quarters (74%) of 
RFOs in the East active on at least one social network – in contrast, less than a third of RFOs in the North 
East use social networks.  

Exhibit 43: Uptake of a selection of social networks, by region 
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RFOs in London have on average double the number of friends and wall posts on their social network 
profiles as RFOs in the next best-performing region, reflecting the high profile of several London-based 
RFOs (see Exhibit 44, below). In contrast, social network profiles maintained by RFOs in the North East 
and South West are by far the poorest performing relative to those in other regions, with an average of only 
110 and 116 friends per profile respectively, and an average of six and seven wall posts per profile 
respectively.   

 

Exhibit 44: Size and activity levels on social networks, by region  

 
 

7.2.4 Reach and discoverability, by region 

Most (82%) RFO sites are ‘Average’ in terms of discoverability, according to their Google PageRank 
scores.  However, there is some variation between regions. London and the East tie as the highest ranking 
region, both with an average score of 4.8, compared to an average of 4.4 for all RFOs. London and the 
East are followed by the North East (4.6). Sites maintained by RFOs in Yorkshire and the South West have 
the lowest average PageRank score at 4.1. 
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Exhibit 45: Reach and discoverability by region 
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8 RFOs and public service content 

8.1 Introduction 

The fundamental structural changes in UK media, including the advent of broadband internet, have 
undermined the foundations of the UK’s public service broadcasting system. There is now a debate 
underway about how this system should be revised, focused around the Digital Britain Review. While it is 
too early to say what proposals the Government will put forward, it appears likely that a new commercial 
public service institution will be formed around Channel 4, with a remit to act as a publisher-broadcaster 
that produces public service content for television and online. Importantly, this institution will most likely 
work with a broader range of institutions and organisations than has previously been the case in order to 
deliver on its remit. 

The same structural changes that have undermined the UK’s public service broadcasting system have also 
led a small number of cultural organisations to re-invent themselves as commissioners, creators and 
distributors of arts content in digital media. Going forwards, there is potential for these institutions to play a 
major role in the emerging ecology of public service content in Digital Britain, working together with each 
other, and also in partnership with the BBC and the new commercial public service institution.  

This chapter examines the degree to which RFOs and a select number of other cultural institutions are 
already maintaining online presences that display public service characteristics. 

 

8.2 Defining public service content 

The term public service content refers to content and interactive experiences deemed valuable to society, 
including, content across socially valuable genres such as children's, news and the arts. Importantly, with 
the advent of digital television and broadband internet, the scope has widened from broadcast to cover 
content on multiple platforms, including online and potentially, mobile.  

We have used a set of qualitative criteria to assess the extent to which RFOs are currently producing 
public service content on their online properties.23 The five purposes, drawn from Ofcom’s PSB Review 
and the BBC Trust’s statement of its purposes, are to: 

• Inform ourselves and others  

• Stimulate our interest in and knowledge of arts, science, history and other topics  

• Reflect and strengthen our cultural identity  

• Make us aware of different cultures and alternative viewpoints 

• Stimulate creativity and cultural excellence. 

The simplified set of public service content characteristics against which each site was reviewed were: 

• High quality (largely defined as sites that demonstrate high production values) 

• Distinctive, assessing the extent to which the property is original, innovative and/or challenging 

• Engaging (including a measure of interactivity) 

                                                           

23 See the Methodology section for a commentary on how Ofcom’s purposes and characteristics have 
been adapted to make them more applicable to online content and content. 
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• Discoverable. 

 

8.3 RFOs providing public service content  

There is a vast body of content distributed across the web sites and social networking profiles of the 869 
RFOs: this content comes in many forms and has been created with a range of different audiences and 
intentions in mind. Much of it is of variable quality.  

Of the sites we assessed, 93% rated ‘Very Limited’, ‘Limited’ and ‘Fair’ against the public service content 
criteria. However, four RFO sites rated ‘Excellent’, and a further fifty two RFOs rated as ‘Good’, meaning 
that they contained content that displayed some or all of the characteristics of public service content (see 
Exhibit 46, below).  

Exhibit 46: RFO site scores  

 
  
 

RFOs maintaining presences that display the characteristics of public service content tend to be either 
major cultural institutions with strong brand names and (relatively) substantial budgets, or small but digitally 
literate organisations with a focus on Visual Arts and Music, and in particular the moving image or 
multimedia. They vary widely in terms of the experience they are seeking to deliver, but each is attempting 
to create a destination in its own right, thereby expanding public access to the arts by making new 
experiences and resources available to the user via the web. At a high level, they are providing four main 
types of public service content: 

• Short and long-form video programming – for example: a museum producing and distributing a 
weekly video podcast 

• Interactive resources and applications – for example: an interactive learning resource focused on 
the history of a particular artist or art movement 

• Catalogues and archives – for example: an art gallery making its collection available online 

• Net art – for example: works of digital art primarily created for the web.  

 

 40



Arts Council England – Digital Content Snapshot – May 2009 
 
 
 
 
Exhibit 47: RFO Sites scoring 12 and above against public service content criteria 

Organisation name Art form Site score  

Axis Web Visual arts Excellent (13/15) 

Institute of Contemporary Arts  Visual arts Excellent (13/15) 

Lux  Visual arts Excellent (13/15) 

Philharmonia Orchestra  Music Excellent (13/15) 

Beaconsfield  Visual arts Good (12/15) 

Crafts Council  Visual arts Good (12/15) 

English National Opera  Music Good (12/15) 

FACT  Visual arts Good (12/15) 

Fierce! Festival  Combined arts Good (12/15) 

Folly  Visual arts Good (12/15) 

Furtherfield Visual arts Good (12/15) 

Liverpool Biennial Of Contemporary Art  Visual arts Good (12/15) 

Motiroti Company  Combined arts Good (12/15) 

New Contemporaries  Visual arts Good (12/15) 

Poetry Archive Literature Good (12/15) 

Poetry Translation Centre Not art form specific Good (12/15) 

Resonance.FM Visual arts Good (12/15) 

Royal National Theatre Theatre Good (12/15) 

Sonic Arts Network  Music Good (12/15) 

Southbank Centre Limited  Not art form specific Good (12/15) 

The Artangel Trust  Visual arts Good (12/15) 

The Barbican Centre Music Good (12/15) 

The Roundhouse  Combined arts Good (12/15) 

University Of The Arts London - ArtQuest Visual arts Good (12/15) 

Visiting Arts  Combined arts Good (12/15) 

Watershed Arts Trust Ltd  Visual arts Good (12/15) 

 

8.4 Case studies of RFOs producing public service content 

At its best, the public service content currently being provided by the RFOs is indicative of the potential of 
the online medium for bringing great art to audiences in new, participative and interactive ways. We have 
included case studies of a selection of leading RFOs below to illustrate the range and quality of the content 
already being produced, including major cultural institutions such as the Philharmonia Orchestra, whose 
business model is focused on the live, and who have a long heritage and substantial assets to draw on, 
and small-scale and relatively young organisations such as Resonance.FM, for whom online is a core 
channel to market.  
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AxisWeb: http://www.axisweb.org/  

Axis is an online resource for information about contemporary 
art. 

The site has four main offerings: a directory of professional 
artists and their works, and curators with over 19,500 entries; 
a showcase of the ‘artists to watch’, including original writing 
on peer-selected feature artists and recent graduates; a 
‘Dialogue’ section containing arts-related interviews, 
discussions, news and debates; and a members’ area where 
registered users are able to contact other members and 
create favourites lists of profiles.  

 

 

ICA:  http://www.ica.org.uk/

The Institute of Contemporary Arts (ICA) is an artistic and 
cultural centre in London that aims to be home to the best 
new art and culture from Britain and around the world through 
its gallery, theatre, cinema, and increasingly, web site. 

The ICA site functions both as a sleek marketing tool for its 
offline activities, but also as a destination in its own right. The 
ICA commissions and distributes a small range of original 
arts programming online, such as its monthly Experiment 
music podcasts, and a selection of blogs, essays and 
reviews. In addition, the site hosts a number of challenging 
digital art commissions.  

 

 

Lux: http://www.lux.org.uk/

Lux is an international arts agency for the support and 
promotion of artists’ moving image practice.  

The Lux site includes Luxonline, a web resource devoted to 
British film and video artists. It contains a wide range of 
content, including monthly vodcasts with a featured artist, 
essays, and a series of tours of the Lux catalogue created by 
artists, curators, and writers. However, the real highlight of 
Lux’s online presence is the database of artists' film and 
video which offers access to a wide range of compelling 
moving image art works. 
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Philharmonia Orchestra: http://www.philharmonia.co.uk  

The Philharmonia Orchestra is a resident at the Southbank 
Centre, and an internationally touring and recording 
orchestra.  

The organisation’s site includes the ‘City of Dreams: Vienna 
1900-1935’ microsite which allows users to explore the 
history of Vienna through a series of videos and a variety of 
interactive story-telling devices, framed within a virtual setting 
of a traditional Viennese café. The ‘Sound Exchange’ is an 
educational tool that enables users to mix their own music 
using its ‘Sample Sequencing’ software.  

 

 

Motiroti: www.motiroti.com

Motiroti is a London based international arts organisation that 
creates and produces original works combining new media, 
visual and performing arts for intimate as well as public 
spaces.  

The Motiroti core site itself does not stand-out, but some of its 
microsites are exceptional. The 60x60 secs programme, 
which explores the cultural dynamics between Britain, India 
and Pakistan, contains sixty highly engaging short films made 
by young artists. Similarly, the Alladeen site uses a range of 
content and applications, including a series of short videos 
and a web-based wish-generator, to examine social and 
cultural issues to do with the growth of international call 
centres in India, through the lens of the story of Aladdin.  

 

 

Resonance.FM: http://resonancefm.com/  

Resonance.FM is an arts radio station that features 
programmes written and produced by artists, musicians and 
critics, representing a range of artistic communities.  

The site allows users to stream radio shows live, as well as 
listen to an archive of podcasts that are downloadable from 
the site or from iTunes. Audio programming covers a range of 
topics from music, architecture, current affairs, film, and 
include news, reviews, and opinion pieces. This site also 
contains a well-used discussion forum where listeners 
interact and respond to the radio content. 

 

 

 

8.5 Case studies of non-RFO web sites 

There are a number of leading arts and cultural institutions, both nationally and internationally, which are 
producing content and experiences that exhibit public service characteristics. We have included case 
studies of four sites below that, in different ways, illustrate aspects of best practice and therefore serve as 
useful benchmarks for RFOs maintaining an online presence: 
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• Tate: a major UK arts institution that is developing a reputation for commissioning and producing high 

quality original content 

• Museum of Modern Art: best practice by a major international arts and cultural institution  

• Learning to love you more: a collaborative public art project that illustrates the power of the web in 
enabling people to participate in the arts 

• National Museums Online Learning Project:  an example of nine national museums collaborating 
and sharing resources in order to deliver an enhanced online experience. 

8.5.1 Tate  

The Tate maintains one of the stand-out online presences amongst cultural institutions in the UK. The site 
spans all four Tate galleries, with a large proportion of the house collection available through the Tate 
website. Major exhibitions are often accompanied by room-by-room virtual tours online, available in full-
screen with audio commentaries. The UK’s first multimedia tour for the Apple iPhone opened at Tate 
Liverpool’s Gustav Klimt exhibition in 2008. 

The Tate’s site is notable for the breadth and depth of the original arts content that is available. The 
TateShots monthly series of short films on modern and contemporary art are available for free on iTunes U 
and the Tate's website, and there is a substantial body of learning and children’s resources available 
through Tate Kids.  

There is also evidence of creative use of social media: in parallel with a photography exhibition entitled 
‘Street & Studio’, the Tate invited the public to contribute their own photos of urban and studio life to a 
Flickr photostream, a selection of which were shown live at the exhibition and subsequently published as 
“Street or Studio: A Photobook”.  

Exhibit 48: An interview with Turner Prize 2008 nominee Runa Islam on iTunes U, and the Klimt 
exhibition iPhone application24 

 

8.5.2 Museum of Modern Art  

The Museum of Modern Art (MoMA) is an engaging example of an online presence that complements the 
live offer and functions as a stand-alone online experience.  

Content is organised around easy to explore groupings (e.g. Visit, Explore, Learn), and includes an online 
collection of over 25,300 artworks and over 5,100 artists. MoMA’s online content offering includes a 
significant body of audio content (poetry readings, lunchtime lectures, conversations with artists, 
descriptions of exhibits for partially sighted visitors) and videos (curators discussing exhibitions, art film 

                                                           
24 http://deimos3.apple.com/WebObjects/Core.woa/Browse/tate-org-uk-public
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trailers, artist interviews, lectures). The site has been designed with a range of audiences in mind: teenage 
users can design their own school with youDESIGN, part of the teen Red Studio microsite,  whilst activities 
for younger children include Destination Modern Art, a virtual museum tour led by ‘a visitor from outer 
space’).  

Exhibit 49: Selection of MoMA’s online resources 25 

 
 

The MoMA site makes good use of social media through its presences on Flickr, Twitter, and Facebook, 
but also through a range of personalised features and communities on its core site, through which a user 
can (amongst other things) bookmark and share items (via email or mobile) from across the site, such as a 
collection of favourite paintings. 

8.5.3 Learning To Love You More 

Learning To Love You More is a collaborative public arts project run by two artists, and a compelling 
example of the power of the web for enabling people to engage with and participate in the arts.  

The artists set out-of-the-ordinary tasks for the general public to perform: users who accept the assignment 
follow a set of simple instructions to complete the work, and submit documentation of the output online (this 
might take a variety of forms, such as a photograph, or audio or video recording). The output is then 
published on the site as a ‘report’. To date over 8,000 people have participated in the arts projects, and 70 
assignments set, including tasks such as Make an encouraging banner (see Exhibit 50, below), 
Photograph a scar and write about it, and the most recent, Say Goodbye. 

The project makes extensive use of both online and live: whilst the website is the focal point of the project, 
acting as the predominant mechanism for setting tasks and distributing reports, the results have been 
shown in live exhibitions in venues such as The Whitney Museum in NYC and the Wattis Institute in San 
Francisco CA, as well as in screenings, radio broadcasts and books.  

 

                                                           

25 http://www.moma.org/learn/activities  
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Exhibit 50: Assignment 63 and a completed response on Learning To Love You More 26 

 

 

8.5.4 National Museums Online Learning Project 

The National Museums Online Learning Project is a partnership between nine national museums 27 which 
aims “to get partner museum web sites better used, engage new audiences and transform the way they 
think about and use existing digital collections”. 28 The main outputs of the project, created from an 
amalgamation of the partners’ online content and resources, are two new online experiences: a learning 
tool for schools called WebQuests and a ‘lifelong learners’ social network and learning resource called 
Creative Spaces. Both resources are designed to provide greater access to and drive increased usage of 
the museums’ online collections. They utilise a ‘federated search’ facility whereby users are able to search 
across the collections of all the museum partners’ sites.  

The WebQuests learning tool is accessible through each of the museum partners’ sites and is designed to 
promote “open-ended investigation to solve specific tasks”, 26 involving critical thinking and use of the web. 
Each WebQuest presents tasks that students and teachers can complete, requiring the use of online 
resources from at least three of the museum partners. Around 100 WebQuests tasks are currently 
available.  

Creative Spaces is a social network and learning tool designed to “enable users to access and interact with 
the collection(s) in ways that are meaningful to them”. 26 Users can search across the museums’ digital 
collections, create their own profiles, and publish and share their work with others within the online 
community.  

 

                                                           

26 http://www.learningtoloveyoumore.com/reports/70/70.php  
27 British Museum, Imperial War Museum, National Portrait Gallery, Natural History Museum, Royal 
Armouries, Sir John Soane's Museum, Tate, The Wallace Collection and the Victoria and Albert Museum 
28 http://www.vam.ac.uk/about_va/online_learning/index.html  
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Exhibit 51: National Museums Online Learning Project sites 29 

 

 

8.6 Conclusion 

A small number of RFOs already maintain online presences that display some or all of the characteristics 
of public service content. At their best, these sites illustrate the potential of the web for bringing great art to 
the general public in new, interactive and participative ways, and hold their own in comparison with major 
museum and gallery presences like the Tate, or innovative, smaller-scale sites like Learning to Love You 
More. 

However, there are some important qualifications to this finding: 

• Although there is a relatively substantial body of public service content, at the moment it is fragmented 
across a large number of sites 

• There is a significant gulf in quality of provision between the highest and lowest ranking sites in each 
category 

• The high quality content can be hard for the public to discover, and is therefore unlikely to be achieving 
sufficient reach and impact. 

Clearly, many RFOs have limited budgets for online: however, the significant gulf in quality of provision 
between the highest and lowest quality sites is unlikely to be explained solely in terms of resources.  

Without understanding more about the RFOs’ resource constraints and motivations, it is difficult to say 
much more about whether they are succeeding or failing in their intentions, or about what level of provision 
it is realistic for them to deliver. However, the research suggests that there may be opportunities for the 
RFOs to do more to exploit online’s potential for participation and collaboration, to explore the relationship 
between online and offline arts, and to increase the quality, reach and impact of the public service content 
that is currently being provided.   

 

 

 

 

                                                           

29 http://www.npg.org.uk/webquests/ and http://ram.nmolp.org/creativespaces/  
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