NEWSLETTER - WINTER ISSUE - 2022
EMA publishes details of its current activities in an occasional Newsletter. Its Press Releases will continue to
focus on individual announcements and events.

A European Museum Expertise Foundation
A dynamic and forward-looking organisation to stimulate innovative thinking in European museums

A Word from the Board
At a time when the world has been struggling with the coronavirus pandemic, severe events due to climate
change and very recently with the war in Ukraine that puts so many lives at risk, preservation and protection
of cultural heritage and universal values have become more important than ever. As the European Museum
Academy, we stand with the European Heritage Alliance against the war in Ukraine and share the Ukraine
edition of the Cultural Solidarity Fund. Please check out our social media accounts.
In this issue, we present to you the annual national museum reports produced with valuable support of country representatives, which provides insight view on what's been happening in the European museum scene
in 2021. In addition, for the second year in a row, the EMA jury concluded the Master Study of the Year
Award 2021 and we invite professors to apply for the 2022.
Last but not least, we are excited to share the call for applications to the EMA Awards, the Micheletti Award,
the DASA Award and the Art Museum Award. The closing date for applications is 15 April 2022. We are looking forward to, fingers crossed, visiting all the museums and holding the ceremony in Esch sur Alzette,
Luxembourg, in person and once again making it a great European event with various scientific and networking activities as in the old times.
We wish you a great Spring when trees and flowers blossom along with hopes for a better future.

The Winner of the 2021 Master Study of the Year Award Revealed
In 2021 for the second time the European Museum Academy invited students on master level programmes to
participate in our efforts to stimulate further development of the museum sector in Europe. More than 75 European universities were invited to contribute with one master paper in English, from which a panel of judges
from the European Museum Academy pool of experts would select The European Museum Academy Master
Study of the Year. The overall criteria for assessing the master studies have been the extent of European relevance and inspiration.
We congratulate Anastasia Serikova from the St. Petersburg State Institute of Culture as the winner in the
competition for the European Museum Academy Master Study of the Year 2021 Award with the following
thesis: “The Interpretation of Dissonant Heritage in Museum Institutions in Russia and Germany”
Get to know the winner Anastasia Serikova.
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Press Release from the European Museum Academy
In 2021 for the second time the European Museum Academy invited students on master level
programmes to participate in our efforts to stimulate further development of the museum sector in
Europe. More than 75 European universities were invited to contribute with one master paper in
English, from which a panel of judges from the European Museum Academy pool of experts
would select The European Museum Academy Master Study of the Year. The overall criteria for
assessing the master studies have been the extent of European relevance and inspiration.
Universities kept an eye open during the academic year for especially interesting master studies in

museology, museum studies or museum education. The deadline for submitting a master study for
our panel of judges was 1 October 2021. Eligible contributions are master studies submitted to
universities in Europe after 1 October 2020.
The European Museum Academy jury for this Academy award 2021 was:
- Dr Loukia Loizou Hadjigavriel, director, The A. G. Leventis Gallery in Nicosia
- Professor Guido Fackler, Julius-Maximilians-University of Würzburg
- Professor Massimo Negri, scientific director, European Museum Academy (chair of jury)
I am happy to announce the result of the judges’ deliberations:
Winner:
We congratulate Anastasia Serikova from the St. Petersburg State Institute of Culture as the
winner in the competition for the European Museum Academy Master Study of the Year 2021
Award with the following thesis:
“The Interpretation of Dissonant Heritage in Museum Institutions in Russia and Germany”
From the judges’ assessment:
‘The European relevance of the topic is given and is expressed here by the comparison of two
countries. The work is clearly and concisely structured and treats the topic methodologically
stringent: after a profound overview of various theoretical concepts, the research criteria derived
from this for the study of Difficult Heritage are applied in a coherent and comprehensible manner
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to museums in Germany and Russia, where the historic experience of totalitarianism has been
especially devastating and has left a relevant legacy both in terms of memory and tangible

heritage. The presentation is well structured, and cases are presented in a detailed and well
documented manner. The text is fluent and interesting.
Difficult Heritage is a thematic that touches museums all over Europe. How to deal and present
contemporary history is also a subject for discussion among museum curators and archivists.
History is being re-written in view of new archival material every year. But difficult history and
historical facts and geopolitical issues are always in the front line of historical museums. This work
offers a very good overview of the main developments of these problems as far as museum
representation is concerned in both countries examined. The jury hopes to see development of the
present work, including a more comparative study with other European examples to be elaborated
in depth, comparing the actions and methods used in Russia and Germany with other historical
and cultural contexts.’

Henrik Zipsane
EMA Director
Landskrona, January 2022
About the European Museum Academy
The European Museum Academy is a non-profit Foundation established to reflect museums at the international level, to promote research on museography and museology as a high cultural activity,to provide constructive criticism and promote discussion on new exhibitions and museums, and to disseminate museological
knowledge and ideas among members of the profession. It aims to promote the conception and development
of new as well as of traditional museums
as tools of social change. The European Museum Academy was established in 2009 on the occasion of the
tenth anniversary of the loss of the distinguished museologist Kenneth Hudson (1916-1999) by a group of
professionals active in the museum field and the cultural sector in general.
European Museum Academy Awards
Over the years, the European Museum Academy has developed an extensive awards scheme: the European
Museum Academy Prize, the Art Museum Award, the Luigi Micheletti Award, the DASA Award, the Heritage in Motion Award and the Master Study of the Year Award. The Academy is also a partner in other award
schemes, including the Children in Museums Award, the Živa Award and the Museum in Short Awards. The
different awards represent and emphasize different aspects of the European Museum Academy’s underlying
values.

Interview with Anastasia Serikova
EMA asks questions to winner of the 2021 Master Study of the Year Award. In this issue, Hazal Sahin from
EMA has interviewed Anastasia Serikova who is a second year student in Saint-Petersburg State Institute of
Culture Department of Museology and Cultural Heritage. We have talked about her thesis which is called
“The Interpretation of Dissonant Heritage in Museum Institutions in Russia and Germany” and her further
projects.

1. Firstly, i thank you for agreeing to interview with us. The topic of your thesis is very interesting.
How did you come up with this idea about presenting dissonant heritage in museums?
First of all, I also thank you for inviting me to this interview. It is a significant step and experience for me
because I have never presented my ideas in a form of an interview yet.
I first encountered the topic of dissonant heritage in 2016 when I was taking part in a volunteer program
“Work away” in Germany. Such programs give young people an excellent opportunity to discover foreign
countries, meet other cultures, and broaden their horizons in general. After working in one hotel in Bavaria I
used all possible ways to visit as many museums as possible. At that time I had already finished the third
year of my Bachelor studies in museology and heritage studies, but I didn`t know at all what to dedicate my
B.A. thesis, what to search, rather than what to do in the future – stay in the field of museum work or maybe
change it after getting B.A. degree.
Thus, I was visiting a range of museums (arts, historical, local, natural, and others) mostly in Bavaria, and
was seeking inspiration, ideas, something that would be interesting for me. One day, I was taken to the Dokumentation Obersalzberg1 – a place of learning and remembrance relating to the history of this area and the
National Socialist dictatorship. I hadn`t known anything about the history of this place and I also hadn`t had
any expectations before my visit. I just thought it was an ordinary museum, however, it wasn`t. You can not
only see historical pieces of evidence in museum institutions working with dissonant heritage but also “feel”
the history. By that I mean, that you acknowledge that events you had read about in books are absolutely real
and they were exactly in this place. This recognition comes only through the atmosphere of real historical
place and documents without any impact of affect, and it makes a strong impression. This impression encouraged me to start studying dissonant heritage in my B.A. thesis, then I stepped it up in my M.A. thesis, and
my research hasn`t finished yet. In this way, I unexpectedly found my research area and indicated (at least
for myself) a visible gap in museology, especially in the Russian language. With regard to dissonant heritage,
museum practice is far ahead of theory, that`s why it is so demanding to focus on the conceptual, theoretical
issues of dissonant heritage to step it up.
The development of the humanitarian field of knowledge in the XX century had broadened the concept of
heritage from protecting beautiful and expensive things, objects, and places to the understanding that other
types of heritage are also impostant for culture and society. This way, museum institutions have started to
deal with objects and places associated with crimes against humanity, and historical events or periods affected any countries or societies traumatically. For interpretation of such things, they have still been using mainly ideas of memory and trauma studies.
Moreover, a common term, which we can apply to indicate this heritage, still doesn`t exist. I have used “dissonant” heritage before, it is the first definition of this phenomenon proposed by J.E. Tunbridge and G.J. Ashworth in 1996. But we can also name it “contested”, “inconvenient”, “unwanted”, “toxic” heritage as other
researchers made in the following decades. I personally prefer to use the term “difficult heritage”, introduced
by Sh. Macdonald, because it is more neutral.
What is difficult heritage exactly? Well, the consensus about this definition doesn`t exist yet. But we can outline that the main difference between a “difficult” heritage and a “normal” heritage researchers see in the
presence of some traumatic event, a contradiction or dissonance in society about a particular historical event
in the anamnesis of a thing, an object, or a place, that makes it valuable and in need of conservation for society.
This category of heritage will always be perceived and interpreted ambiguously, but in order for us not to get
a “post-human in a post-museum” in the near future, it should be preserved and presented to people. It is this
type of heritage that encourages reflection, makes people worry, and has a strong emotional impact. Therefore, it should be adopted by critical and experimental museology, become an impetus for new conceptual ideas, as, for example, in the study of V. Kisić2

2. How did you feel when you heard the news of your thesis won “The Master Study of The Year
Award”?
I was extremely surprised and didn`t believe in it at first! When I submitted my thesis to the competition, I
didn`t expect anything, I just made it for gaining experience. I am not considering my thesis as a completely
finished work, for me, it is just a significant step, a milestone in my research of difficult heritage. That`s why
I couldn`t imagine that my work can be appreciated by an international jury of “The Master Study of The
Year Award” so high. it is incredibly motivating me to move further in my research.
3. Why have you chosen to examine just these two countries specifically, Russia and Germany?
The first reason relates to the formalities and requirements of academic writing. On the one side, the Master
Thesis has to be quite a short scientific work, but on the other side, it should cover the topic announced in the
title completely. The Master thesis also has to be very concentrated and in- depth research. On this occasion,
the task is to find a balance between the scale of research and formal requirements. I decided to solve this
problem by putting a quite restricted frame of research (in my case – geographical).
The second reason is about the meanings. From my point of view, Germany is the country that is primarily
associated with difficult heritage by the audience. We all have heard at least once about such places as the
concentration camps Dachau, Buchenwald, and Sachsenhausen, and that now we can visit them. Perhaps,
many readers have been to these and other similar places.
It is caused, on the one hand, by the processes taking place in the field of understanding the heritage (which I
spoke about above), and on the other hand, by a considerable work done on the studying and negotiating3 of
the period of National Socialism in this country in the second half of the 20th century. It doesn`t mean, that
Germany is a role model of dealing with difficult heritage, insofar as each country and society is one of a
kind in its own way and has its own unique set of historical themes that can be considered in terms of difficult heritage. Therefore, simple copying or repeating of someone else’s experience is unlikely to be effective.
But at the same time, we can consider Germany as an example of how a variety of practices in the area of
difficult heritage are applied in museum interpretation, museum pedagogy, museum design, architecture, etc.
Acknowledgment and consideration of these practices would be useful for countries that are in the early stages of dealing with their difficult heritage.
I chose Russia as the second country for my thesis, firstly because difficult heritage has been still an uncommon topic of museological research here. There are only a few articles considering this issue fragmentally. In
this case, my work, which places the Russian difficult heritage in a theoretical context, can make this gap
visible and at least partly contribute to its reduction. Secondly, this is the country of my residence, and the
problems of museum interpretation of difficult heritage in modern Russia cause concern, I hope, not only me.
Identifying and investigating these problems now, in my opinion, is a small step towards solving them in the
future.
4. In the thesis, you have mentioned “triumph / victim, hot / cold memory, winners/losers, victims/criminals” models for interpreting exhibitions, could you please open these concepts for our readers?
Yes, sure, it is a remarkable question. Models or narratives based on the state’s cultural policy set the attitude
to the past. It may be more or less ideological in relation to the past, especially to traumatic historical stages
and periods. The countries examined in this thesis are examples of two different models of dealing with the
past.
In Russia is a triumphal or heroic narrative. This model of constructing national memory has existed for
many centuries and until recently it has been the only one option for states to relate to the past. A narrative of
trauma has developed in Germany. Such an attitude towards the past was

formed as a reaction to the crimes of Nazism towards the end of the 20th century, and it grows out of the socio-humanitarian direction of trauma studies.
Within the framework of each model, there are concepts that mostly influence the museum interpretation of
difficult heritage. For example, for the narrative of triumph, this is the concept of “cold” and “hot” memory
of J. Assman. “Cold” memory captures the repetitive past, shows integrity, continuity, it silents contradictions. From J. Assman`s point of view, “cold” memory is the memory of power, strengthening itself through
an appeal to the unshakable past, it may be the “myth of the founding” of the state. “Hot” memory is aimed
at identifying uniqueness in the past, no matter positive or negative. This model of attitude to the past is characteristic of the oppressed sections of society, ordinary people. J. Assman characterizes “hot” memory with
the ability to use the past to form ideas about the present, which is why “hot” memory exists in the form of a
story that actualizes the past for the needs of the present.
In turn, for the model of attitude to the past as a trauma, the concept of B. Giesen has been the most influential for the museum interpretation of difficult heritage. The concept proposes four figures involved in the collective memory of the community: the winner (triumphant hero), the defeated hero (tragic hero), the victim
(victim), and the perpetrator (perpetrator). Their selection occurs, firstly, according to the parameter of a person being in the position of a subject or object, and secondly, according to the ability to overcome obstacles
by a person. Later, A. Assman continued the concept of B. Giesen largely. She stated the change of the structural opposition “winners/losers” to “victims/criminals” in the memorial culture of Germany. There are also
more universal concepts that can be applied equally to both narratives. Such concepts include, for example,
places of memory of P. Nora and post-memory of M. Hirsch.
I have chosen a strategy of comparing how these concepts influence museum practice in Russia and Germany, how they set the theoretical framework for showing different aspects of tragic historical events, and
through what visual markers they appear in the expositions of these two countries. This, in the end, made it
possible to show the main conceptual elements of a complex, multi-level “mosaic” of meanings, which are
museum expositions in Russia and Germany, interpreting difficult heritage.
5. “J. Harris notes that now a new type of museum is being formed, allowing visitors to reflect on their
own life experience, including traumatic (Bezzybova 2017:160), allowing them to feel like a part of the
community.”
Haven’t museums helped people to feel part of the community from the beginning? What do you think new
museums are different from the old ones. How could learning programmes contribute to involve visitors and
creating immersive spaces?
First of all, we need to clarify what we mean by the “beginning” of museums, because this phenomenon has
its roots in the depths of centuries. Based on the context of your question and your attention to the visitor of
the museum, we can consider as the starting point for the existence of the museum its accessibility to the general public. As a public institution, the museum appeared only in the 19th century, or to be more precise,
this process was launched at the end of the 18th century, when the Louvre was opened to the public in 1793.
Despite the fact that the entrance to the museum ceased to be a privilege and became a right (as K. Hudson
wrote in his book “The Social History of Museums. What the Visitors Thought”, 1975), the most important
task of museums was to present the heritage of the country and the strengthening of the statehood. The museums opened to the public were called upon to visualize the idea of identity and the history of the country
within the framework of a triumphant attitude towards the past, according to O.
Navarro4, as “a place where heroes and martyrs live and die, a place for which they are happy to give their
lives.”
In the countries of Latin America, museums not only didn`t set themselves the task of giving people the opportunity to feel part of the community but, on the contrary, excluded less protected social groups (for

example, the indigenous population, slaves) from museums discourse and emphasized the dominance of other groups. On this occasion, O. Navarro notes that the cultures of pre- Columbian America were then outside the framework of museum representation both in the countries of the New World and in Europe, where
their history was presented in museums through the “art”, biological and/or ethnographic discourses. These
issues, called post-colonial studies, have been discussed in the context of cultural heritage protection since
the 1990s5. The processes that have been taking place in Western society since the middle of the 20th century (the civil rights movement, mass migration, post-colonialism, etc.) have contributed to the growth of
awareness and discussion about the relationship between the museum and society. The emergence of the new
museology in the 1970s was an important step in the development of the museum’s mission towards the society in which it is located and its interaction with its members. New types of museums have emerged as a
result of these ideas.
How do new types of museums (community museums, eco-museums, etc.) differ from the old or “classical”
museums? First of all, the fact that new museums deal with not only and not so much with collections of objects, but with everything that makes up living everyday life. One of the founders of the new museology, the
French museologist H. de Varine6 contrasted the characteristics of the new museum “heritage – place – population” with those characteristics of the traditional museum “collection – building – public”. Another distinctive feature of new museums is the study, description, and interpretation of both tangible and intangible
heritage. Thus, the focus of new types of museums on the collection of information, interaction with the surrounding worlds, communities, contributed to the intensification of the discussion about the social mission of
the museum in the 21st century.
Moving on to the last part of your question, I`m going to focus first on how the museum’s educational programs involve visitors. To answer this question, I would like to turn to the work of K. Hudson “Museums of
Influence” (1987). In the last chapter, “Landmarks for the Future,” K. Hudson
wrote that the key task facing museums is how to make the average visitor feel self-confidence against the
backdrop of changes taking place in the modern world. In order to give visitors self- confidence, to give
them a sense of the ground under their feet, the museum has to understand clearly the needs of the community in which it is located and to solve them at the level and by those means that are available to the museum.
The extent to which a museum’s educational (or any other) programs of interacting with audiences solve its
problems is an indicator of its attractiveness and involvement. For this, the museum should pay attention to
the needs of a certain age and social groups included in the community and develop educational programs in
accordance with the needs and interests of the target audience.
One of these needs of the museum audience may be the need for interesting leisure, getting new experiences,
which the museum can solve by creating an immersive space or exhibition7. The growth in popularity of
immersive projects over the past 10-15 years is directly related to the development of modern technologies,
as they allow artists to create large-scale works of art that visitors can literally immerse themselves in. Such
an exhibition or exposition is a holistic creative statement, a separate piece of art, created from a complex
combination of images, light, color, sound, tactile materials, perhaps even smells. Creating an immersive
museum space is a long and complex process involving a group of experts: artists, photographers, screenwriters, engineers,
etc. In addition to the self-expression of the authors of the immersive museum project, their primary task is
that visitors (both adults and children) receive qualitatively new impressions, visual experiences, emotions.
Therefore, immersiveness is widely used in many art museums and galleries, natural science, archaeological
museums, etc.
6. Do you think digital platforms and gadgets could help intrepret this hard issues in museums, and
what way?
It seems to be that we don’t know that yet. Digital platforms and gadgets deal with images of heritage rather
than with real things, objects, or places themselves, and this is not just about difficult heritage. Considering

these non-material images, we move from museum communication into the plane of visual communication.
The investigation, how difficult heritage is digitalized, translated, interpreted in the scope of visual culture, is
a completely new aspect of its study.
In particular, the Center for Anthropological Research on Museums and Heritage8 of the Humboldt- Universität zu Berlin (headed by S. McDonald) has launched a new research project “Curating Digital Images”9 in
2020, focusing on the study of digital images of heritage (including those classified as “difficult”) in the museum context from the position of anthropological research. In my opinion, the implementation of this research project largely will determine the vector for the development of research on the difficult heritage for the
next decade.
My Ph.D. research with the title “Museum interpretation of dissonant heritage in contemporary visual culture” also focuses on how museum interpretation of difficult heritage influences its positioning in modern visual culture. We are interested in questions: what images of difficult heritage are translated into the visual
space through museum interpretation? How do they function within the framework of the museum and visual
communication? What is the role of the museum audience in visualizing difficult heritage and disseminating
its images? To answer them, we
discover the museum’s interpretation of difficult heritage in visual culture in Russia and Europa, because it
exists in any form in all countries.
Studying research questions, we focus on difficult heritage as a phenomenon that lies in an interdisciplinary
field of research. For this, we combine a “traditional” cultural approach to this topic with museological concepts of Е. Hooper-Greenhill and L. Smith and methods used in studies of visual culture and political discourse. The focus on the visual sources will allow us to collect the most relevant data on the role of museum
interpretation of difficult heritage in its positioning in modern visual culture, as well as to generalize and
analyze disparate visual representations of difficult heritage using a single (in our case, museological) research optics.
7. Lastly, do you have further research topics or any new projects that you could tell us?
My scientific interests are not limited to difficult heritage, and I am also very interested in the problems of
modern museological education – what departments exist in different countries, who teaches there, what is
emphasized in teaching. I am currently working on an article on museological education in German universities. As part of the preparation of this article, it was very gratifying for me to discover an interest in the difficult heritage in some departments in Germany. In particular, the Professur of Museology in Würzburg is
working on a dissertation on the attitude of teachers to participatory practices in educational work and the
culture of memory in museum institutions10 working with the difficult legacy of the National Socialist period11. As I constantly work with foreign scientific literature and Russian sources, I understand that in Russia
there is a problem of accessibility and awareness of researchers about the works of foreign authors. Therefore, I consider the preparation of detailed reviews of foreign studies that are not known to us as an important
element of my scientific work.
In general, I want to continue to research difficult heritage, because this topic is so multifaceted that it is unlikely that there will come a time in the future when we can say that we have an exhaustive picture on this
issue. From my point of view, the study of difficult heritage in our century will rise to the same level in importance as the new and critical museology. They were something completely innovative about 50 years ago,
but after some time they were recognized and accepted by the scientific community, and now they are perceived us (at least the younger generation of researchers) as something basic in the field of museology and heritage.

Call for Applications: 2022 EMA Awards
Apply today, don’t miss the chance to profit from the visibility and networking opportunities offered to your
museum by taking part in the European Museum Academy Awards. Hundreds of museums have already
done so in more than 20 years of activity of the Micheletti Award, 10 years of the DASA Award and the Art
Museum Award which was launched in 2021. Candidates will be visited by EMA qualified experts and presented at the Annual EMA Meeting in September 2022. The closing date for applications is 15 April 2022.

How were museums doing in Europe in 2021?
It is the fourth year in a row, since 2018, the European Museum Academy, by the support of country representatives, produced the following more subjective inside views about how museums were doing and what
the museums experienced as their challenges, be it political, financial, organisational etc. in 2021.
It is easier to find statistical information on museums produced for specific research projects and in continuous statistical series from governments, the European Union, the Council of Europe and even UNESCO.
But what is going on beneath the numbers?
We would like to thank all our dedicated representatives across Europe who make it possible for our independent network to present this report.
Enjoy reading it!
European Museum Academy

BONGA CASTLE Summer 2022

Riitta Nelimarkka
Exhibition IMAGINE
Summer 2022 Bonga exhibits plenty of new works from artist´s Helsinki and Bonga ateliers,
as well as thrilling drawing material from the archives.
On display there are works of HASSUNA unit, an exhibition presented in Milan and London autumn 2021.
These semi-archaic and modern pieces generate a stunning dialogue with old castle and
young visitors.
All our visitors are young in mind.:)
Also you can meet there the large woollen sculpture “My very determined Grand Mam”
awarded in Florence Biennale 2021 and the newest unique Art book Ravissements
culinaires & artistiques (Seneca 2022 in Finnish and French).

A great news from the heritage view is, that the whole roof of the building has been renovated in 2021and
covered by copper according to its original shape. This big project was led by Joonas Seeck, the head of Nelimarkka Foundation.

We wish you a lovely cultural summer!
Kindest regards
Riitta Nelimarkka-Seeck
WELCOME also to EXPLOREBonga Art 3D https://mpembed.com/show/?
m=o4wMhHwibAk&mpu=293&mpv=1

Riitta Nelimarkka-Seeck
Professor,DA,Artist
SENECA
Curator of Nelimarkka foundation
Marjaniemenranta 4
00930 Helsinki
FINLAND
+358 50 5900 650
riitta@nelimarkka.com
www.nelimarkka.com
www.bonga.fi

Iron Island: The SS Great Britain Refloated
The summer of 2020 should have been a time of celebration for the SS Great Britain Trust in Bristol, marking the 50th anniversary of the Victorian steamship’s return to the city where it was built. Of course, the
global pandemic meant that many events and activities were much reduced, and although visitors were able
to return after the first UK national lockdown, many of the larger activities planned were postponed.
Isambard Kingdom Brunel’s pioneering steamship the SS Great Britain now sits in the dry dock where it was
launched in 1843 in an airconditioned environment designed to conserve the fragile iron hull for the future,
and so has not been afloat since its rescue from the Falklands Islands in 1970. In 2021 however, the Trust
embarked on an exciting and inspiring project to surround the ship’s hull with the sights, sounds and movement of the living sea for the first time for more than half a century.
Visitors who descended through the glass sea above into the dry dock to walk around the hull of the historic
ship were able to experience and immerse themselves in ‘Iron Island’, a multisensory experience that featured animation, evocative lighting and sound design in a wraparound digital theatre that was projected on
the dock walls and ship’s bow and hull created by composer Joe Acheson and digital specialists Limbic Theatre.
Filling the dry dock with the energy of the world’s oceans, the experience vividly brought to life the story of
global migration through a poem composed by Saili Katebe, with whom the Trust had already worked on a
number of cultural and community projects. The poet created a spoken word digital voyage to feature within
the installation working closely with the curatorial team at the Trust’s Brunel Institute, digging into the
archives and taking great inspiration from the diaries of passengers who had travelled on the ship in the nineteenth century, and their stories of new beginnings, risks and perseverance.
The famous steamship carried thousands of migrants from Britain to Australia and Saili’s poem formed part
of a three-act multisensory experience taking visitors on a journey through departure, storm and icefields,

with the spoken word element highlighting the bravery that came with uprooting your life in search of a new
future, a theme that surely resonates strongly in the contemporary world.
As Kate Rambridge, the Trust’s Head of Interpretation argued, although the SS Great

Britain will never sail again, ‘digital multimedia can bring the sea back to the ship and show how she performed in that element – so audiences can see her, once again, as resilient, graceful and dynamic’.
The 6-week digital installation proved to be a huge hit with visitors and the powerful combination of digital
projection, soundscapes and the spoken word evoked powerful emotions amongst many who experienced it.
Creative and technical challenges were both experienced and resolved during the project, and Iron Island has
been an inspirational testbed for more ambitious digital experiences that the Trust plans for in the future.
While video can’t truly recreate the ‘wow’ factor Iron Island gave audiences, a flavour of what it was like
can be seen here:
https://www.youtube.com/watch?v=4qPTQNEQcY4
For more information about the project see: https://www.ssgreatbritain.org/iron-island-awards/
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