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“I am convinced that [virtual reality] is not going to be an extension of cinema or 
3-D cinema or video games. It is something new, different, and not experienced 

yet. The strange thing here is that normally, in the history of culture, we have new 
stories and narrations and then we start to develop a tool. Or we have visions of 
wondrous new architecture — like, let’s say, the museum in Bilbao, or the opera 

house in Sydney — and technology makes it possible to fulfil these dreams. So you 
have the content first, and then the technology follows suit. In this case, we do 

have a technology, but we don’t have any clear idea how to fill it with content.”

- Werner Herzog
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Hello, and welcome to 
Caravan’s Art and Tech 
white paper series. 

Caravan has worked with some of the largest art galleries 
and artists in the world to help them sell millions of 
dollars of art and art merchandise online. This unique 
perspective gives us the ability to act as a compass to our 
clients, and help them embrace technology and forge their 
business in this modern age.

This paper serves as a primer for you, the art purveyor, to 
the rapidly evolving field of extended reality art - who is 
creating it, who is curating it, and how the art market is 
responding to its latest revolution.

For a long time, humans have been attempting to augment 
and enhance their reality. Our vivid imaginations allow 
us to dream the impossible and make it real. For most of 
our history, the artist can work in many mediums, but 
all had to exist in the physical realm. Observed, usually 
not touched, and certainly not changed after the fact. 
However, for the past 50 or so years, this has slowly been 
changing. As technology becomes available, someone will 
attempt to make art with it, or from it. 

With the increasing pace of technological innovation, the 
rate of art creation in this digital medium has skyrocketed. 
Things are getting interesting in how we are building tools 
to augment our surroundings. In this issue, our focus 
is transfixed on our new “Realities”, Virtual, Augment, 
and Mixed, and how the technologies behind them are 
carving out new spaces within the art industry. Caravan 
took an in-depth review of the technology, the artists and 

Sign up for  our  mai l ing l is t  to  get  more  ins ight fu l  content  about  key  ar t  industr y 
topics  here :  ht tps : / /cr vn.net/ar t-vr

EXECUTIVE SUMMARY

https://crvn.net/art-vr


the people behind the scenes to get a good look at how 
people create an XR experience. We then analyzed how 
these tools are being used as sales and marketing tools 
by businesses and institutions to help their bottom 
lines. We interviewed some key industry veterans, 
who have helped define how these technologies are 
being embraced in industry.

In short, the “Realities” encompass new production 
tools, new sales tools, and new revenue streams for 
buyers and sellers of art. Virtual and augmented 
reality will increasingly become part of the expected 
experiences of the next age of consumers. Although 
the technology is still advancing, there is enough of a 
base to create something tasteful, interesting, and eye 
catching, all focused on conveying the emotion of an 
artwork. This technology can be used to help sell art, 
and help reduce costs of shipping and logistics. 

In this paper, we look at 4 key parts of XR:

1.    Creators & Creations
2. Current XR In Art
3.    Monetization of XR Art
4. Implementing XR

Enjoy this exploration of XR and how we feel it can 
benefit your business. As always, reach out and continue 
the conversation with us!  

Why thi s  topic :

Much like how our Blockchain paper was inspired 
by technology impacting the art industry, so is this 
installment is about Virtual and Augmented Reality. 
There has been an explosion in interest around XR 
in art, with dozens of vectors to pay attention to. The 
Caravan team was inspired to use our unique position as 
technologists in the art space to provide a consolidated 
overview of what kinds of conversations are happening, 
what innovations are emerging, and what galleries, 
curators, collectors, museums and artists are doing to 
push XR contributions to art into centerstage.

Our aim is to provide an understanding in this paper 
for our clients and readers, with clearly defined 
terminology used across a broad selection of topics 
related to “XR” in Art. This paper serves as both a primer 
and a resource for more in-depth coverage from other 
publications. Additionally, we plan to release follow-
up papers with tighter focus and specificity on issues 
raised in this paper - particularly in regards to galleries 
and museums making a concrete plan to increase their 
preparedness and profile for XR experiences.

If you have any interest in topics or questions, reach out 
to us at: art@crvn.net.

If you want to check out the first installment in the 
series, check it out here: crvn.net/art-blockchain
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Bearish on
Blockchain: 

The Art of Blockchain, 
Blockchain in Art

If you’d like to read the first 
installment in the series, 

check it out here
(click the button below):

mailto:art%40crvn.net.?subject=
https://crvn.net/art-blockchain
https://crvn.net/art-vr
https://crvn.net/whitepapers/CRVN-BearishOnBlockchain.pdf


Scenes from a Movement:
Here. Put on this headset - over the eyes and ears - 
lighter than you thought, right? 

We’re going to take a quick tour - a kind of magic carpet ride - 
and look at scenes from an emerging movement. 

We’ll take a peek at the seams where 
Virtual, Augmented, Mixed and Extended Realities meet Art.



1. In a gallery in Los Angeles, the 
space is suspiciously empty, until 
screens begin to illuminate...

2. At MoMA, a group of 
visitors look at a Jackson 
Pollock painting through their 
phones, seeing embellishments 
unavailable by the naked eye…

1
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Scenes from 
a Movement:

https://www.lamag.com/culturefiles/transfer-gallery/

https://archinect.com/news/article/150061965/an-augmented-reality-art-exhibit-hijacks-moma-s-jackson-pollock-gallery

https://www.lamag.com/culturefiles/transfer-gallery/
https://archinect.com/news/article/150061965/an-augmented-reality-art-exhibit-hijacks-moma-s-jackson


V R
Virtua l  Rea l ity

Virtual Reality is an immersive 
simulation of a digital environment 
completely contained within the 
hardware and software in use by 
one or multiple participants. The 
hardware typically consists of a 
headset that rests over the eyes 
and ears to provide 360o visual and 
auditory information, with hand-held 
controllers and other haptic controls 
to allow a participant to manipulate 
and explore the environment. The 
in-headset visuals can be viewed 
by spectators on a second screen.
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X RM R
Extended Real ityMixed Real ity

Extended reality is an umbrella 
term for VR, AR and XR, as the 
three practices are commonly 
spoken about in tandem. XR is a 
useful contraction for when the 
central differences between its 
constituent technologies aren’t 
crucial to the topic of discussion.

For the purposes of this paper, 
we will frequently use XR as a 
concise way to reference a range 
of technologies and practices 
whenever appropriate.

Mixed Reality is quite similar 
to Augmented Reality, with the 
defining difference being that 
digitally rendered information 
in Mixed Reality can interact 
with and be affected by changes 
within the physical environment. 
For instance, the use of haptic 
gloves that give physical feedback 
may allow a user to ‘hold’ and 
manipulate virtual objects, affecting 
the user’s senses while also changing 
details about a virtual object.

CARAVAN ARTOPS
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A R
Augmented Real ity

Augmented Reality is the practice of overlaying digital 
information, usually visual, over live video information of 
the real, physical world. This is done through a screened 
interface like a phone or tablet. The digital overlay can be 
triggered by a number of means - location, visual markers, 
time stamp and more - and is often used to add contextual 
information to what a user is viewing through their device or, 
in some cases, embellish or add to the visual experience. In 
Augmented Reality, the digital overlay cannot interact with, 
or be affected by changes within the physical environment 
(unless those changes disrupt a device’s ability to detect a 
marker). For example, if you attempted to ‘push’ an overlay 
image in the space it appears to occupy, your hand would 
just pass through it, rather than moving in response.



C i n e m a t i c
High-Definition graphics in a virtual 
world that are typically meant 
to be observed statically and not 
interacted with. The processing 
power used to render cinematic 
graphics is largely consumed by 
visual fidelity, at the expense of 
being able to interact with or alter 
the environment. Cinematic VR is 
conducive to virtual representations 
of real-world artifacts, as is the 
case in the Kremer Museum.

B l o c k c h a i n
Blockchain is a public, distributed list 
of digital records that are resistant 
to modification, which underpins 
many modern technologies and 
systems like cryptocurrencies. 
Blockchain is frequently discussed 
in the art market as a potential 
technological improvement to 
current and historical approaches 
to provenance and fraud detection.

O p e n  S o u r c e
Software where some or all of the 
codebase is publicly available and, 
optionally, available for public 
modification of the core software 
system itself. This is a popular 
methodology for rapid iteration of 
new software that borrows from 
previously tested best practices.

H e a d s e t
The core piece of equipment required 
for a true VR experience - a headset 
usually consists of one or several 
screens placed directly in front of 
the eyes in a visor, as well as audio 
outputs over the ears. There are many 
popular headsets in the emerging 
VR space, including the Oculus 
family, HTC Vive, PSVR, Valve 
Index and lower-tech offerings like 
Google Cardboard and Daydream.

Ve r s i o n  C o n t r o l
A system of archiving all changes 
made to a codebase, typically with 
descriptions of what was changed 
and why. In many cases, a key use is 
a ‘roll back’, where an older version of 
a codebase is reinstated. For digital 
art, version control is a way for 
collectors to see how an artwork that 
has been updated since its collection 
has changed - potentially to be 
reinstated per their own preference.

D i s t r i b u t e d 
O w n e r s h i p

A market concept of ownership by 
either a limited or unlimited number 
of shareholders, to whom dividends 
are paid upon accrual of value 
through interest or sales. In relation 
to art, it refers to a sales model 
where artworks serve as investment 
vehicles. In relation to digital art, it 
refers to both an ownership system 
for digital information as well as 
a patronage system of investment 
in new artists, as popularized by 
firms like Kaleidoscope VR.

I n t e r a c t i v e
Interactive graphics in a virtual 
world that can be manipulated by 
a user’s actions. The processing 
power used to render interactive 
graphics is largely consumed 
by the programmatic logic that 
dictates how the object reacts 
to user interactions, leaving less 
power to render visuals at highest 
possible resolutions. Interactive 
graphics are usually employed for 
games or boutique experiences.

M a r k e r
An object or pattern in the physical 
world that can trigger a reaction 
that renders new graphics in 
Augmented or Mixed Reality 
experiences. A simple example is 
a QR code, which, when viewed 
through the camera lens and screen 
of a phone, can launch a link in 
a browser. For AR/MR, a marker 
usually triggers new graphics or 
information in the visual display.

R e p l i c a b i l i t y
The ability to create identical 
facsimiles of an original object 
or information source as it 
relates to the feasibility/time 
investment required to do so. 
Digital experiences are highly 
replicable, which has disrupted 
conceptions of pricing for XR art.
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XR art is a vibrant, 
exhilarating, and broadly 
encompassing leap 

forward in how humankind experiences   
itself. It provides dazzling visuals that 
engross and engage. It creates spaces for 
empathy and exploration. It reconsiders 
how art is valued and shared. And, to our 
great thrill, its contours are at this point 
only barely explored.

While this papers only serves as a high-
level survey of how widely the phrase 
“XR Art” can be deployed, Caravan seeks 
to broaden your consideration of how 
innovators and establishment figures alike 
are staking flags along the digital horizon.

As we can infer from the glossary, there’s 
more to XR art than just putting on a 

headset and watching a short film. The 
manners and forms in which XR artists 
are creating are themselves evolving 
along with the technology they use to 
produce their creations. To that end, 
having a basic literacy about XR art means 
understanding it to be fundamentally 
without a set definition, as evidenced by 
how varied virtual art has been executed. 
As Penrose Studios head Eugene Chung 
tells Artsy, “You have to basically define 
the medium as you go. It’s almost like 
you’re trying to create the paintbrush 
while trying to create a painting.” 

In Section 1, we’ll explore three different 
ways to categorize XR art. While they 
intersect, the technologies, practitioners, 
exhibitions and histories of each provide 
important delineations. Let us begin.

_
Art made with virtual 

to ols in virtual spaces to 
be observed wholly as a 

standal one work,  requiring 
special viewing apparatus

_

Anna Zhilyaeva,  
@Annadreambrush on Instagram, 
is a popular Tilt Brush artist who 

captures the process of creating virtual art 
in widely viewed videos. Some of her works 
are wholly original and sculpture-like, 
while others extend the canvas of existing 
material art and paintings to extrapolate 
the scene beyond its original borders. 
While the creations can be viewed in two 
dimensions through her prepared videos, 
a virtual reality headset lets a viewer enter 

the entirety 
of the three 
dimensional space 
she prepares.

It should be noted that this sort of 
immersive experience can be created 
by a number of technologies. Tilt Brush is 
a tool/application that takes advantage of 
the relationship between a physical hand 
controller and the virtual space running 
in the app, allowing the creator to build a 
virtual space through physical movement 
using a ‘brush’ and ‘palette’ to select colors, 

In  thi s  sec tion,  we’ l l  explore  the  methods ,  media  and magic  that  are  emergent 
in  the  XR Ar t  space  -  f rom ar ti st s  creating  purely  v ir tual  work,  to  gal ler ies 
v ir tualiz ing  their  spaces ,  to  col lec tors  v ir tualiz ing  physical  ar t . 

1 0

Section 1: 
Creators and Creations

A R T  O P S c r v n . n e t /A R T

https://www.artsy.net/article/artsy-editorial-virtual-reality-is-the-most-powerful-artistic-medium-of-our-time
https://www.instagram.com/annadreambrush/
https://www.tiltbrush.com/
https://www.instagram.com/p/Bw9uLYpidFU/
https://www.instagram.com/p/Bs8cx_0BdsP/
https://poly.google.com/view/c_l71DaVU_3?fbclid=IwAR3u-rFVXgyvhfiE48u_JnJGhpPWmqRIfUT5Igl7IcmV99TDN_pVM1taO4I
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shapes and materials. This method calls to 
mind traditional means of art creation. 

Alternatively, virtual spaces can be built via 
keyboard, mouse and code using graphic 
applications like Unity. As opposed to 
the virtual in media res style adopted by 
Tilt Brush users, creating virtual spaces 

in Unity happens exterior to that reality, 
although it can be just as immersive when 
the application is fed into a user’s headset. 
An excellent look at how such a project 
can be undertaken can be found in this 
post about reactive installations by Isaac 

Cohen, celebrated virtual reality artist 
and Unity VR Artist in Residence. 

Since the tooling varies from physically- 
driven painterly controls to computer 
code, the production of XR art can 
frequently be a collaborative affair between 
artists working in a directorial capacity 

with technicians executing the production 
of the artist’s vision. An example of such 
collaborative work is To The Moon, an 
immersive art piece created by NASA 
Artist in Residence Laurie Anderson 
and her co-creator Hsin-Chien Huang. 

While the previously mentioned works 
can be experienced at a user’s own home 
provided they have the files and equipment 
necessary to do so, Anderson and Huang’s 
three collaborations have required a user 
to attend a physical gallery location. 

To assist with the technical creation of 
digital Fine Art, entire content creation 
firms have begun to engage artists directly 
- one of which is Acute Art:

“‘Our role is to provide artists with the 
technical capacity to realize their visions,’ 
says Acute Art CEO Jacob De Geer, 
adding that the process can take months, 

if not years, depending on an artist’s 
fluency in alternative media such as 
multichannel video and how developed 
their vision for a given piece may be. 
Kapoor’s Into Yourself—Fall, he says, took 
some 10 months from conceptualization 
to completion.” - Robb Report

On the horizon, Adobe is planning to 
release a new app for its Creative Cloud 
- Aero. Aero is intended to uncouple 
dense technical knowledge and the 
ability to create rich augmented reality 
experiences. Verge, an online news 
periodical, describes it as an app that “...
lets artists use drag-and-drop modules 
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https://www.tiltbrush.com/

https://www.cnn.com/style/article/laurie-anderson-moon-virtual-reality-smart-creativity/index.html 

https://unity.com/
https://blogs.unity3d.com/2017/07/07/art-and-vr-at-sothebys/
https://blogs.unity3d.com/2017/07/07/art-and-vr-at-sothebys/
https://twitter.com/cabbibo
https://twitter.com/cabbibo
https://www.forbes.com/sites/yjeanmundelsalle/2019/04/23/artists-laurie-anderson-and-hsin-chien-huang-take-visitors-on-a-virtual-reality-voyage-to-the-moon/#1c4883351fae
https://robbreport.com/shelter/art-collectibles/art-of-virtual-reality-2813207/
http://anishkapoor.com/5113/into-yourself-fall
https://robbreport.com/shelter/art-collectibles/art-of-virtual-reality-2813207/
https://www.adobe.com/products/projectaero.html
https://www.theverge.com/2019/8/9/20791563/adobe-augmented-reality-ar-mixed-project-aero-glasswing
https://www.tiltbrush.com/
https://www.cnn.com/style/article/laurie-anderson-moon-virtual-reality-smart-creativity/index.html
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to create animations and responsive AR 
experiences that automatically take into 
account factors like physics and lighting, 
which would normally require knowledge 
of programs like Unity and Apple’s ARKit.” 
Adobe’s apps are industry-standard tools 
for professional media creation, so the 
promise of Aero isn’t to be minimized, 
especially if it is released as part of the 
Creative Cloud. In that event, Adobe 
CC’s over-10 million subscribers would 
have easy access to powerful technology, 
lowering the barrier of entry. This is an 
important step forward in reducing 
the time investment and other costs of 
creating AR experiences.

In regard to user engagement with this 
content, hardware and dedicated apps can 
have a chilling effect on adoption, and are 
obstacles Adobe is approaching head-on. 
First, the filetype produced by Aero can be 
used natively on a user’s phone in existing 
apps, rather than requiring the download or 
purchase of proprietary software. Further, 
Project Glasswing is Adobe’s experimental 
translucent surface specifically designed to 
display AR content over physical product 
displays. With these innovations in mind, 
Adobe is clearly investing in a much wider 
pervasion of AR content for users to engage 
with in the coming months and years.

_
Virtual alterations 

to material art work 
or physical objects to 
exp ound on or create 

new visual experiences
_

Briefly mentioned while discussing 
@Annadreambrush’s work above, 
another vector for XR artists is the 

imposition of new visual art upon physical 
art or physical objects - placing this practice 
firmly in the Augmented and Mixed 
Reality spaces. Unlike the high-immersion 
intention of the art previously discussed 
requiring a headset, many of these projects 
can be viewed through a phone or tablet 
using free or low-cost apps.

One such app is from a company called 
Eyejack, an AR viewer which also provides 
a creator platform for artists. They sell 

posters, books and pins which all act as 
AR markers within their platform. When 
the viewer trains their device on one of 
these visuals, the screen shows animations 
and contortions to the original piece to 
create a novel - and exclusively digital - 
experience of the piece. 

Indicative of the gray areas exposed 
when digital artists have the capability 
to ‘chop and screw’ reality are AR and 
MR productions imposed on artwork 
not originally intended to serve as a 
marker. Jackson Pollock’s paintings were 
subjected to such a wresting of identity 
last year at the MoMA, as described in 
the Wired article “Augmented Reality is 
Transforming Museums”:

“...to those that have downloaded 
the MoMAR Gallery app on their 
smartphones, the impressionist’s iconic 
paintings are merely markers—points of 

reference telling the app where to display 
the guerilla artists’ works. Viewed through 
the app, Pollock’s paintings are either 
remixed beyond recognition or entirely 
replaced. One artist has framed a Pollock 
painting in an interactive illustration of a 
smartphone running Instagram, allowing 
viewers to “heart” the work over and over 
again. Another has overwritten Pollock’s 
imagery with an artistic interpretation of 
the many conspiracy theories peddled by 
Q, a mainstay of the far-right on 4chan. 
Together, the eight works form a virtual 
exhibition dubbed “Hello, we’re from the 
internet,” which uses AR to challenge 
MoMA’s gatekeepers and museum 
curators at large.”

While the article describes this 
collaboration between the artists and 
the museum as “explicitly antagonistic 
to the institutions whose works they’re 
augmenting”, it cites other ‘white hat’ 
endeavors that offer virtual reparation to 
real-world deficiency, such as in the case 
of a group of Boston artists using frames 
of stolen or damaged work as markers to 
virtually reinsert the intended work. 

Indeed, the augmentation of art and the 
gallery-going experience is one of the 
more exciting angles for the development 
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“We’ve  been tr y ing  to  spread knowledge  about  our  col lec tion as 
wide  as  possible  over  many years ,  and thi s  i s  a  much faster  way 
of  reaching  many more  people ,”  Mr.  Kremer  said  in  an inter v iew. 
“With a  mobile  app that  works ,  you have  the  world  as  your 
marketplace .”  -  New York Times

https://eyejackapp.com/
https://www.wired.com/story/augmented-reality-art-museums/
https://www.wired.com/story/augmented-reality-art-museums/
https://momar.gallery/
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of XR art, since it reanimates (sometimes 
literally) and reframes extant art in a 
completely new context.

_
Virtual alterations 

to material art work 
or physical objects to 
exp ound on or create 

new informational/
interactive experiences

_

More typically, AR in museum 
and gallery spaces serves an 
informational use. Denise 

Markonish, curator at MASS MoCA, tells 
Angela H.M. Schuster of Robb Report “VR 
has become increasingly important in the 
museum setting, primarily as a didactic 
tool enabling us to re-create known 
places and provide visitors with virtual 
visits to distant or fragile places or places 
that no longer exist.” More immersive 
and malleable than traditional cues to 
gallery goers, augmented experiences 
that offer context, information and other 
extensions of the physical space are being 
routinely employed by galleries. Many 
service providers, like Massachusetts-
based Cuseum, are accelerating their 
adoption. Exploring their App Store 

listing, Cuseum’s portfolio includes a 
range of approaches to using a phone or 
tablet as a digital docent, from tour paths 
to audio interviews to location-specific 
cues using exhibition pieces as markers. 

While not necessarily art itself, this kind 
of widely-available augmentation to a 
gallery’s ability to support, educate and 
engage visitors is appealing to galleries 
and museums at any scale.

Where this approach more deliberately 
crosses into being a piece of art itself in 
a case like the Kremer Museum, covered 
in a 2018 NYT article “Virtual Reality 
Lets Rare Works of Art Take a Field 
Trip”. The first line - “This museum is 
floating in outer space.” - describes the 
entirely virtualized viewing environment 
that constitutes the Kremer Museum, “a 
virtual-reality art gallery of 17th-century 
Dutch and Flemish paintings, which has 
been set in an imagined celestial sphere.” 
Representing an inversion of what we’ve 
previously discussed, the fine art displayed 
in the museum is faithfully rendered 
photography, but the environment itself 
is a dream of a place that’s never existed. 
As George Kremer, one of the founders 
of the museum, states - “Imagine taking 
the museum to the people, instead of 
taking people to the museum.” In this 
case, the Kremer Museum resembles a 
mix of a beautifully appointed cathedral 
and the deck of spaceship in a Hollywood 
blockbuster. As visitors travel and 
browse the selections (which have 
been photographed up to 3000 times to 
account for shifts in perspective and up-
close scrutiny), they can look ‘behind’ the 
digitized art as well to view stamps and 
provenance information. Additionally, 
the environment is perfectly controlled, 
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https://massmoca.org/event/laurie-anderson/

https://robbreport.com/shelter/art-collectibles/art-of-virtual-reality-2813207/
https://robbreport.com/shelter/art-collectibles/art-of-virtual-reality-2813207/
https://cuseum.com/
https://apps.apple.com/us/developer/cuseum-inc/id928640984#see-all/i-phone-apps
https://apps.apple.com/us/developer/cuseum-inc/id928640984#see-all/i-phone-apps
https://www.nytimes.com/2018/03/10/arts/virtual-reality-art.html
https://www.nytimes.com/2018/03/10/arts/virtual-reality-art.html
https://www.nytimes.com/2018/03/10/arts/virtual-reality-art.html
http://www.thekremercollection.com/the-kremer-museum/
https://massmoca.org/event/laurie-anderson/


1 4

leaving no variability to the quality of 
presentation due to off-lighting or an 
overcrowded floor. 

Virtualizing the art and making the 
container a supplementary piece of 
art itself may be an emergent trend for 
galleries and museums looking to save on 
logistics. As Kremer puts it, “That’s the 
beauty of this type of museum. You never 
have to think about security, insurance or 
transport fees or any of that. No plumbing 
or building codes.” Considering the 
expense of featuring art at international 
fairs or loaning out to different exhibition 
spaces, a virtualized gallery with high 
fidelity renderings of art could potentially 
be a direction the market moves towards.
Another dramatic work of virtualization 
is the recent release of Phryne, a work by 
contemporary art titan Jeff Koons. The 
user is placed in an idyllic garden where 
they are greeted by Phryne, a ballerina 
with metallic, reflective skin and clothes 
named for a mythically beautiful Greek 
courtesan. 

According to Koons, the metallic finish 
serves more than an aesthetic role in 
the piece: “I used Phryne’s metallic 
surface to bring the affirmation of self 
into VR. You can see your reflection 

within her. She affirms that your 
presence is real, that you exist.” His 
argument - that most VR experiences 
insufficiently center and humanize the 
user and, therefore, diminishes the 
humanity of our interactions with art 
- is further expounded by his use of 
motion capture technology to create 
Phryne’s movements. Koons and his 

team collaborated with a dancer from 
the New York City Ballet to both honor 
an established art tradition and imbue 
Phryne’s movements with a realness and 
beauty that, in lack of those traits, would 
further betray the humanity Koons is 
striving for in the piece. 

Punctuating this point further, the 
depiction of Phryne and her pearlescent 
skin is based on one of Koons’s previous 
physical sculptures - Seated Ballerina. 
Seated Ballerina was a 45-foot tall 
inflatable installation with a reflective 
surface, featured outside of New York 
City’s Rockefeller Center. Through virtual 
reality, Koons evokes another Greek tale 
- Pygmalion and Galatea - whereby he 
was able to animate and interact with a 
beloved sculpture. Virtualizing static art 
in this manner - granting it ‘life’ through 
technology - is simply one more vector by 
which great works can transcend stasis 
and provide new means to explore and 
appreciate art.

This is a small cross section of how XR 
is impacting and transforming art and 
the art market. Notably, it leaves aside 
the gray area of how XR is perceived for 
its artistic merit outside of a strict Fine 
Art conversation, considering that the 

video game and movie industries are 
responsible for much of the technical 
evolution of the tools used by digital 
artists. Further, the newness of these 
facilities means we’re only just beginning 
to understand how they might be 
deployed in or as art - as researcher 
Helen Papagianis recognizes in The 
Critical Role of the Artist in Advancing 
Augmented Reality, 

“I liken AR at this time to cinema in 
its infancy, when there were as yet no 
conventions… In order to advance AR 
as a new medium, it is critical to ask 
such questions as: ‘What are the specific 
capabilities of AR and how can they be 
harnessed to create new forms?’ ‘What 
is unique about AR that separates it 
from previous media forms and, as such, 
what new conventions will evolve?’ It 
is imperative that we explore and apply 
these unique attributes to advance the 
medium and ‘heed the opportunities of 
the new environment.’”

While this paper offers a pinhole-glimpse 
into the vast, nascent XR art movement, 
it should be clear that the exploration Ms. 
Papagianis calls for is being conducted 
vigorously by an inspiring - and growing 
- group of practitioners.

1 4
Section 1: 
Creators and Creations

A R T  O P S c r v n . n e t /A R T

https://acuteart.com/artist/jeff-koons/

https://acuteart.com/artist/jeff-koons/
https://www.bbvaopenmind.com/en/articles/the-critical-role-of-artists-in-advancing-augmented-reality/
https://www.bbvaopenmind.com/en/articles/the-critical-role-of-artists-in-advancing-augmented-reality/
https://www.bbvaopenmind.com/en/articles/the-critical-role-of-artists-in-advancing-augmented-reality/
https://acuteart.com/artist/jeff-koons/


3. At Art Basel Hong Kong, 
a virtual reality exhibition 
sells for $85,000...

4. On Instagram, an artist 
with tens of thousands of 
followers streams herself live 
painting an extension of an 
impressionist portrait into the 
air around her using a Tiltbrush 
to paint virtual space...

3

4

Scenes from 
a Movement:
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https://www.instagram.com/annadreambrush/
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Having examined how XR is 
inflecting and driving new 
pathways in fine art experiences, 

it’s important to consider how it fits into 
the largely brick and mortar reality of 
established galleries, museums, art fairs 
and exhibition spaces. Further, is now 
the time for such venues to invest in the 
infrastructure, personnel and equipment 
considering the relative nascency of XR 
art and its evolving technological stack? 

In a previous whitepaper from 
Caravan discussing the increasing buzz 
around incorporating Blockchain as a 
fundamental tool for the art market, our 
conclusion was that there needs to be wider 
industry buy-in with mutually agreed-
upon standards before galleries should 
begin spending time or money on such 

technologies. However, our assessment 
for XR art accommodation is decidedly 
less hesitant - galleries and museums 
should and can begin immediate work on 
a plan of action to become XR-friendly.

For those paying close attention to large 
and renowned art institutions, XR has 
already carved a legitimate space for itself. 
Fairs like Art Basel and Frieze, museums 
like MoMA and MASS MoCA, auction 
houses like Sotheby’s and even public art 
spaces like London’s Hyde Park have all 
been developing and promoting spaces 
to experience - and buy - XR art. In 
August of 2019, Apple collaborated with 
New York City’s New Museum to turn 
Central Park into an enormous digital 
canvas for AR work from notable creators 
including Nick Cave, John Giornio, 

Cao Fei and more. Users experience 
floating poems, customizable creatures, 
posterized overlays on park foliage, 
dancing streaks of color and much more. 
Interestingly, access to AR elements in 
the park is limited to phones provided by 
tour leaders at the Apple Store, making 
it a ‘private’ collection in a public space. 
While the strategy behind that limitation 
can be guessed at, the curatorial work 
provided by a tech behemoth like Apple 
shows a level of patronage that can only 
reflect an intention for wider support and 
adoption of AR art. 

Beyond that, new gallery spaces explicitly 
designed to support mixed digital media 
and XR art are emerging, like LA-by-
way-of-Brooklyn gallery TRANSFER. 
According to their mission:

“TRANSFER 
operates as 
a gallery with a 
spirit of openness. 
It is a white cube testing 
new practices, malleable to 
accommodate internet-based 
studios with experimental curation and 
development in the contemporary art 
market. The gallery explores alternative 
modes of support for distributed artworks, 
and considers new formats for exhibition, 
collection, and appreciation of the art that 
comes to you through the computer.”

In  thi s  sec tion,  we examine the  establi shed and emerg ing  intersec tions  of  XR in 
the  Ar t  Market ,  and what  it  means  for  Gal ler ies ,  Museums,  Fairs ,  E xhibit ions 
Spaces  and Col lec tions
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TRANSFER’s 60+ exhibitions in its first 
five years of operation include more than 
just headset-and-controller XR art. They 
featured a wide swath of art and art forms 
that speak to the cutting edge of digital 
art experimentation. 

As TRANSFER founder Kelani Nichole 
frames the gallery like a living laboratory 
- from a 2017 interview with The Creative 
Independent: 
“...there was an article that came out 
in Artforum called The Digital Divide, 
by Claire Bishop, asking, ‘Whatever 
happened to digital art?’ I felt like she was 
really missing something, and it suddenly 
seemed imperative to me to open up a 
space that would elevate the exploration 
of these kinds of emerging practices.”

And regarding the profit incentive for 
creative digital exploration, Nichole 
explains:
“The activity in the gallery is never focused 
on selling, and I think that that’s what’s 
made it so successful. Ultimately, it’s been 
about educating people on the format of 
the work… Things like animated GIFs are 
meant to live online—they’re very free, and 
when you think about restricting access 
to a GIF, that doesn’t make sense for the 
format. Plus, a lot of the studio practices I 

work with are based on open sharing and 
iterative development—putting out work 
to a community, and then having an open 
critique and dialogue with other artists. 
More and more, collectors are starting 
to understand this distinction, and are 
getting more interested in investing in a 

work. This discussion of new 
formats is something that’s 
decades old in the art world. 
Conceptual art has had a market 
and has even been traded on 
the secondary market for a few 
decades now.”

As a leader in the creation of 
digital-first spaces, Nichole’s 
work with TRANSFER is 
driving wider audiences to 
explore new ways of thinking 
about and collecting art.

A key value of these spaces - 
new and established - is that 
they provide immediate access 
to virtual arts and scenes for 
visitors who may not have the 
personal motivation or means 
to equip themselves with the 
requisite gear on their own. 
Installing and exhibiting 
virtual art to an audience in 
a fine art setting elevates its 

station beyond ‘tech toy’ for visitors and 
collectors less immersed in the digital 
world. As awareness, prestige, and sales 
figures inevitably rise for XR art (She’s 
Already Gone, an 8-edition virtual piece 
by artist Yu Hong and Khora Collective, 

sold an edition in Beijing for $100,000), 
galleries that are equipped and literate 
in the requirements of digital exhibition 
stand poised to take the lead.

Further, they model how private 
curation might look for collectors 
interested in owning and operating a 
piece of XR art in a private collection. 
As Sandra Nedvetskaia of the previously 
mentioned Khora puts it to Artsy, 
“Give us a 3-by-3-meter space, and we 
can install your VR artwork in your 
home. The challenge is the novelty of 
the medium itself and the fear of the 
unknown. Yet a collector familiar with 
video art, installations, or site-specific 
artworks can comfortably display VR in 
their private environment.” In essence, 
galleries and museums that work to 
normalize XR art in formal and/or 
traditional art spaces are normalizing 
private ownership of such works as well. 

One key benefit of digital art is that 
replicable virtual art staged in more than 
just one exhibition space democratizes 
access to it  - the current disclaimer on 
the MASS MoCA website for Laurie 
Anderson’s Chalk and Aloft exhibitions 
underlines this opportunity, alerting 
visitors that they are space-limited and 
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recommending a reservation with a 30-
day window. 

This democratization extends beyond 
those crunched for time - the emergence 
of delocalized art is an immense boon 
for the physically disabled who may not 
have feasible access to travel and view 
art, especially in older museums and 
smaller galleries where accessibility may 
be insufficient. In spaces like the Kremer 
Museum, where the only barrier to 
entry is access to a VR headset, one can 

repeatedly view digital representations 
of physical art in a virtual world.  
Considering the work being done with 
projects like Touching Masterpieces, 
where 3D scans of sculpture are 
virtualized and presented to visually 
impaired users wearing gloves that 
provide haptic feedback (pressure, heat 
and texture) to allow them to ‘see’ the 
art through other tactile senses, XR 
may become the most valuable tool in 
the effort to create a more inclusive and 
artistically invested world. 

One must also consider the medium, the 
hardware, and the ongoing investment 
to keep XR art, and viewing physical 
art through digital means. Digital 
hardware has advanced considerably 
over the last few decades, and one can 
easily presume that it will continue. 
Commercial hardware, video process, 
and the use of cloud computing can add 
exponential advancement in just the 
next few decades.

This trajectory does not preclude the use 
of this technology now, or in the near 
future as a specific investment. How 
many VHS tapes did you have? How 

many do you have now? At least some 
videos made it through to the Laser 
Disc, DVD, Blu Ray and now Streaming 
platforms. This is primarily because there 
was conscious effort to keep the original 
masters to reference. Additionally, there 
was a financial incentive for the owners 
of the originals to continue to prepare the 
content for the next digital medium.

Moreover, the opportunity to continue 
to sell access to artwork over different 
mediums will increase over time. With 
the appropriate intention and ownership 
of the original files, you can continue to 
generate revenue.
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“Most  exhibit ions ,  i f  not  al l ,  are  inherently  temporar y.  Whether 
4-6  weeks  at  an ar t  gal ler y  or  4  months  at  an ar t  museum,  they 
come to  an end.  So  our  goal  was  to  capture  ar t  exhibit ions  as 
wel l  as  possible ,  in  order  to  ensure  that  “v i sitors”  to  a  v ir tual 
exhibit ion (of  an exhibit ion that  took place  in  the  real  world) 
would have  an exper ience  similar  to  v i sit ing  in  real  l i fe ,  whether 
they  v ir tual ly  v i sited  now or  many years  f rom now.”

-  Linus  Adolfsson
Co-Founder,  VR’t  Ventures

(Read our  ful l  inter v iew with  Mr.  Adolfsson on page  28-29)

https://touchingmasterpieces.com/

https://www.meetcortex.com/blog/4-ways-virtual-reality-is-changing-the-meaning-of-accessibility
https://touchingmasterpieces.com/
https://touchingmasterpieces.com/ 


5. In his living room, a 70-year 
old man explores 17th-century 
Dutch masterpieces in a space-
age gallery that doesn’t exist...

6. In a private collection, 
a limited edition XR work 
downloads an update to itself, 
an embellishment its owner can 
revisit using version control files 
as part of her end user license...

5

6
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In the previous section, we mention 
‘replicability’ of XR art. This is a 
uniquely rich topic to consider for 

many reasons as it directly impacts the 
Art World’s established sales models, 
marketing strategies, and transportation 
logistics. Usually, digital files have very 
little barrier to being cloned, copied 
or transmitted. For years, media and 
creative industries have been combatting 
this with various ways to validate the 
ownership of digital media: from DRM, 
to passwords and authentication keys, 
to physical devices used to authenticate 
a user or hardware. XR content and 
media creators will need to use similar 
tools to protect their content from 
fraud and copyright infringement.  

While a number of exhibitions involve 

the mixing of physical and virtual 
spaces, the incontrovertible nature 
of digital media is that it is unbound 
by physical size and can be copied 
identically, effectively limitlessly. In 
addition, individual elements in a digital 
file or experience - called an ‘instance’ of 
that element - can be copied and quickly 
edited to produce works that would 
have taken decades to create by hand, or 
occupied immense or even incalculable 
amounts of physical space. Imagine the 
investment of labor hours it took to 
produce the famous Chinese Terracotta 
Army, or geometrical behemoths like the 
Great Pyramids - and then imagine if the 
lion’s share of the work went into making 
a single archer or block and then clicking 
CTRL+C CTRL+V. Further arising when 
considering replicability is its effects on 

its antithesis - scarcity. And scarcity, 
in large part, is how the sales price of 
traditional physical art is determined.

It is unlikely that XR art will be brought 
down by an insidious Napsterizing of files 
to be distributed freely to unpaying end 
users. However, the concept of basing 
the paid value of art on how long it took 
to produce and how exclusively it can be 
accessed is philosophically challenged 
by replicability (a philosophy famously 
outlined nearly 100 years ago in Walter 
Benjamin’s The Work of Art in the Age of 
Mechanical Reproduction). In an excellent 
article from Artsy titled “What You Need 
To Know About Collecting Virtual-Reality 
Art”, the point is thoroughly examined. 
The perspective taken by Kelani Nichole of 
TRANSFER is “‘If you have the equipment, 

here’s 
t h e 
file, come 
e x p e r i e n c e 
this… It’s a piece 
that’s meant to be seen 
and distributed. That’s the 
nature of the thing,’ with a belief 
that “the spirit of VR art tends toward 
‘openness and access and not scarcity.’” 
This is in line with her perspective on 
the provenance of digital art essentially 
being the internet, where advocacy of 
free, open-source access to software is 
celebrated as a primary means to educate 
and democratize. 

In  thi s  sec tion,  we beg in  to  parse  how dig ital  ar t  creates  new oppor tunities  - 
and obstacles  -  in  the  way that  ar t  i s  typical ly  sold ,  valued and di str ibuted.
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Still, artists in any medium expect to 
draw a living from the art they produce, 
particularly if it is their career and not an 
avocation. In some cases, like with René 
Pinnell’s fundraising efforts in his role as 
CEO at Kaleidoscope VR, patronage comes 
in the form of distributed investment 
in artists, with over $14m raised for XR 
projects they support. Additionally, there 
are numerous examples of XR artists 
creating limited edition pieces sold 
via traditional means to collectors for 
private use. Sandra Nedvetskaia of Khora 
Contemporary estimates the typical price 
range for editioned pieces to range from 
$10,000 to $300,000, while XR artist 
Jakob Kudsk Steensen tells Venture Beat 
his editioning allows for prices as low as 
the $3,000 range and upwards of $35,000.

This is an unqualified boon for the 
elevation of XR art in a fine art collection 
or as an investment vehicle, but the 
scarcity factor of an edition-based sales 
model has fuzzy edges in these cases. 
For instance, if the piece is released for 
further editions from a master file, do 
the owners of the original edition run 
have a participatory role in price-setting? 
Is their ownership a price multiplier, 
borrowing from traditional ideas around 

provenance? What if the platform and 
equipment used to create the piece are 
sunset - is the artist required to provide 
updates or alternatives? Untangling 
these issues may require a deliberate 
step further away from scarcity toward 
embracing replicability as a more 
equitable and critical pricing factor.

One technology we’ve already mentioned 
that could play a vital role, or at least 
produce a useful model, is blockchain. 
Distributed ownership of digital assets for 
investment purposes is a well-established 
paradigm, considering the explosive 
growth in cryptocurrencies. As such, it’s 
a short conceptual jump to replace mined 
coins with XR art assets, with the value 
of portional ownership swelling as overall 
investment increases. 

Distributed ownership is already an 
established business in the art market 
at large, with platforms like Maecenas 
allowing investors to own shares of 
fine art while freeing them from the 
responsibility of storing and displaying 
their investments. With replicability 
in mind, portional ownership is 
philosophically resonant - as a piece of 
XR art becomes more popular, it can be 
further replicated to increase the pool of 
investors and sustain the artist through 
hundreds of smaller income streams, 
rather than single sales.

Another sales concept that can help return 
value to portional owners is a licensing 
model - one which places agreements and 
restraints between the licenser (the artist) 
and any licensee. Venture Beat outlines 

how that might look, wherein a license:
“...gives the buyer special rights 
reminiscent of a crowdfunding model like 
early access, special features, and credit 
(emotional equity), but also financial 
equity like royalties, the right to profit by 
showing the work, and the right of first 
refusal. Right of first refusal is especially 
key. It offers a limited edition owner the 
right to invest under favorable terms for a 
piece of IP as it continues to evolve.” 

Evolution is a unique aspect of XR art 
that differentiates it from physical art - it 
can be iterated upon, at a distance, non-
destructively. Iterated, meaning a piece 
can be altered, embellished or improved by 
the artist at any time, pre- or post-sale. At a 
distance, since most software updates can 
be downloaded over the internet without 
requiring any onsite intervention for the 
collector. Non-destructively because of 
concepts like version control, where the 
full history of changes is available to the 
user, allowing them to restore a piece to 
previous states with the click of a button. 
Kelani Nichole of TRANSFER refers 
to this as “a living edition”, and there’s 
a pragmatic argument for this: beyond 
artistic prerogative, the artist may be 
bound by licensing to update work to 
stay operable with reasonably current 
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hardware. For instance, a quick glance 
at the details on the app download pages 
for Damaged - Shepard Fairey’s virtual 
exhibition prepared by VR’t Ventures 
now available on multiple platforms for 
$4.99 - shows both ‘Version Numbers’ 
and ‘Last Updated’ information, as well as 
compatible devices. As devices inevitably 
evolve, so too will the technical support 
aspects of art apps like Fairey’s.

A licensing model also allows artists 
and art dealers to set incremental price 
points for ‘ownership’. Any number of 
conditions and qualifiers could go into 
a unique license, including things like 
resolution, term of possession, access 
to updates, right to display, or even 
gated areas of a digital piece (since the 
space is virtual, a piece might span vast 
three dimensional area with a variety 
of elements or limitations). In these 
ways, XR art sales models lean most 
significantly toward standards devised 
by mainstream digital entertainment 
- video games, streaming services, 
subscription apps - rather than manners 
more familiar to fine art collectors of 
previous decades. As Megan Newcome, 
the director of digital strategy at Phillips 
auction house, tells Artsy “...the history of 
the art market is replete with disruption 

and triumphs for challenging genres and 
materials—so the emergence of VR is 
consistent with other new mediums and 
periods of cultural change.”

_
AU G M E N T E D R E A L I T Y 

F OR A RT S A L E S :  A N 
E STA BL I SH E D MODE L

_

When describing Augmented 
Reality, two examples 
are commonly given to 

illustrate how the technology has already 
pervaded life via consumer electronics - 
Pokemon Go and Ikea Place. The former 
is a videogame that overlays cartoon 
graphics of capturable monsters into your 
surrounding environment, while the latter 
allows shoppers to virtually ‘drop’ furniture 
into locations in their home to determine 
fit and style. Selections from Ikea’s catalog 
can be rendered at full size in a user’s living 
room and, with a few additional clicks, that 
item is purchased and on its way. 

Logistically, this solves an immensely 
expensive problem facing the Art industry 
- how to sell pieces of art to private 
collectors without prepping, boxing, 
shipping and mounting something the 

collector may ultimately decide against 
buying. The costs associated with moving 
art domestically and internationally is a 
painful part of any gallery’s ledger, often 
spread between private exhibitions and 
art fairs. To that end, Artsy developed an 
app for iPhone using Apple’s ARkit that 

mimics Ikea’s core concept - allowing 
users to place nearly a million individual 
pieces of art on their own wall for review, 
enabling (and encouraging) direct sales 
to informed buyers. Where the fidelity of 
the images may not match an in-person 
viewing, the convenience offered by 

2 2

A R T  O P S c r v n . n e t /A R T

Section 3: 
Monetization of XR Art

https://www.vrtventures.art/
https://www.vrtventures.art/
http://tells Artsy
https://www.pokemongo.com/en-us/
https://www.wired.com/story/ikea-place-ar-kit-augmented-reality/
https://apps.apple.com/app/id703796080
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this digitized sales tool is inarguably a 
profound asset. 

Apps like Artsy’s and Ikea’s are not 
unique, and are commonly used in 
B2B sales featuring expensive, space-
consuming products or equipment as the 
inventory. Kaon Interactive, previously a 
gaming-oriented production company, 
has shifted to a B2B client-base including 
innovators in medical technology, 
network technology, information 
technology and more. By virtualizing 
materials for their clients, floor shows 
have become compelling, immersive, and 
significantly less logistically challenging. 
Siemens, a client of Kaon, produces an 
MRI machine called Aera 1.5 which 
sells for over $300,000 per unit (some 
machines cost much more). The cost 

of transporting, insuring, staging and 
live-demoing a unit like that at industry 
expos is similarly high. With virtualized 
demonstrations these costs are offset, the 
exhibition becomes more mobile, and 
users are able to ‘place’ digital models of 
equipment to assess space requirements. 
Considering the similarities in scale 
of the purchasing power required for 
expensive technological equipment and 
investors in fine art, an effective sales 
model for such equipment that uses XR is 
unlikely to be alienating to art collectors.

Producing something further customized 
for art buyers is well worth considering. 
With the bulk of the work and cost going 
into the production process, most of these 
materials can be incorporated as part of 
a larger initiative to transform how you 

market your artists and inventory.

Much like you have probably invested 
into a website, some kind of digital 
marketing, and possibly a social media 
presence, investing in XR will be a critical 
piece of the puzzle. Larger galleries invest 
in Viewing Rooms and custom, limited 
edition online experiences, molding the 
expectations of new art buyers.

Equally important in all of this is the 
logistics of sending XR art as compared 
to physical art. The movement and 
shipment of digital hardware, or digital 
files, can be orders of magnitude cheaper 
than moving physical art. Even as a sales 
tool, you can bring digital projectors and 
hardware to client meetings, art fairs, 
or private events to expand your reach 
and audience in a cost-effective manner. 
You can reduce shipping times and 
costs related to customs and insurance 
when sending art internationally. More 
importantly, you can find cost-effective 
means of collecting payment, and tax-
advantageous ways for art buyers and 
art sellers to complete their financial 
transactions. For more information on 
how to save money on taxes, shipping, 
and logistical costs, please contact 
Caravan at your earliest convenience.

2 3

A R T  O P S c r v n . n e t /A R T

Section 3: 
Monetization of XR Art

. . . i f  the  piece  i s  released for  fur ther  edit ions  f rom a master  f i le , 
do  the  owners  of  the  or ig inal  edit ion run have  a  par tic ipator y 
role  in  pr ice-set t ing?  Is  their  ownership  a  pr ice  multiplier, 
borrowing f rom traditional  ideas  around provenance?  What  i f 
the  plat form and equipment  used to  create  the  piece  are  sunset  - 
i s  the  ar ti st  required to  prov ide  updates  or  alternatives?

https://www.martechadvisor.com/articles/customer-experience-2/4-reasons-for-b2b-marketers-to-score-with-arvr-in-2018/
https://www.kaon.com/
https://info.blockimaging.com/bid/92623/mri-machine-cost-and-price-guide
http://money.com/money/2995166/why-does-mri-cost-so-much/
mailto:art%40crvn.net?subject=I%27m%20interested%20in%20learning%20more%20about%20art%20logistics
mailto:art%40crvn.net?subject=I%27m%20interested%20in%20learning%20more%20about%20art%20logistics


7. Outside of the NYSE 
building, passersby hold 
up their phones to see an 
immense protest piece...

8. In a child’s bedroom, a 
birthday gift springs to life 
when she views a paper poster 
through an app on her iPad...

7

8

Scenes from 
a Movement:

https://aroccupywallstreet.wordpress.com/

https://eyejackapp.com/

https://aroccupywallstreet.wordpress.com/
https://eyejackapp.com/
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What does this all mean, and 
how can you implement 
XR into your art business? 

Summarizing our discussion to this point, 
two main areas of exploration become 
clear. First is the conceptualization of 
digital art or traditional art redefined 
or experienced with external devices. 
Second is how XR can be used as a tool 
to augment your sales and distribution 
processes.

When considering XR as a medium for 
art, there is still much to unfold. The 
technology of today is the continuation 
of an arc originating in the 1980s with 
computer visualization spurred on by 
scientific research.

Since then, the virtual medium has been 

explored in a variety of ways. Computer 
gaming has revolutionized hardware and 
software tech and has created an industry 
measured in the hundreds of billions of 
dollars. The creative direction in games 
these days has spanned from the hyper 
augmented to the super realistic.

As we have explored, artists at all levels 
have embraced the digital medium. 
As computing power and rendering 
technology has advanced, the ability 
to transfer emotion through the digital 
medium has increased.

Investing time and money into these 
artists and projects is at a pioneering 
stage. The valuation of digital art is still 
in development, and is predicated on a 
variety of factors. Logistical challenges 

of how the art is shown and viewed 
loom ever present, usually requiring 
electrical power and often processing 
hardware.

That said, the digital medium is unique 
and highly elaborate. Innumerable 
experiences that can only be conveyed 
in this exclusive form have yet to be 
explored. With the rise of the technocrat, 
dot-com millionaires, and life-long 
gamers, the prospective audiences for 
digital experiences at all price points are 
growing. 

Gaming is an established channel for this 
kind of interaction. The floor has been laid 
in regard to digital art as a revenue stream 
from this audience, but the ceiling is yet 
to be built. A keen eye and a calculated 

risk 
t a ke r 
can take 
advantage of 
this trailblazing 
time. That said, it is 
the opinion of Caravan 
that it is very early days and 
you should only risk what you 
are willing to lose in the pursuit of 
potential outcomes.

On the other hand, taking advantage of 
XR as a way to advance your sales cycle is 
much more attainable. From our research 
and real-world experience, we’ve found 

In  thi s  sec tion,  we conclude  our  init ial  over v iew of  extended realit ies  in  ar t  w ith 
some baseline  sug gestions  on how to  beg in  incor porating  it  into  your  gal ler y.
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that the keys to success are Intention and 
Attention.

Intention in having focus on an end goal, 
aiming to produce a great product, and 
hiring the right team for the job. Attention 
in making sure you understand the complete 
process in detail, and quality control the 
things that need to be done well. 

Work with a skilled partner who knows 
the medium, and the ins and outs of 
the technology you are trying to use. 
In some cases, certain approaches and 
technologies may not be a good fit for the 
type of art you want to digitally represent. 
The time you put into the production 
process will polish the final product, in 
both its appearance and the emotion that 
it conveys.

Caravan’s position is that while due 
diligence should be done as in any 
investment, ignoring the emergent XR 
art space will likely come at a gallery’s 
own future cost. Nearly a decade of well-
publicized exhibitions surging into art 
media, galleries, museums, fairs and 
public consideration, the early adoption 
phase is barreling towards an early 
majority. 

With such an understanding, how does 
a gallery exhibit virtual art, attract an 
audience to view those creations, and offer 
fantastic experiences that will increase 
brand awareness for you and the artists you 
deal with? In particular, how is this done 
on a budget, and how is it implemented in 
weeks and months, rather than years?

It should be some solace that it doesn’t take 
TRANSFER’s level of digital-first focus 

or MASS MoCA’s floorspace and budget 
to begin incorporating XR elements 
into your gallery. Nor does it require in-
house producers with 10+ years of Unity 
experience to deliver. A gallery’s first 
pass at extending itself into digital space 
can be conservatively scaled to prevent 
an overextension of resources - starting 
with something as simple as a branded 
social media filter (an Augmented Reality 
experience, easily done using Facebook’s 

free-to-use Spark AR Studio), a virtual 
tour with 360o photography (accessible 
through an internet browser or with a 
headset), or virtual viewing rooms for 
private exhibitions and vernissage events 
at art fairs. Taking incremental steps like 
this sends a signal to your visitors and 
potential customers that your gallery 
embraces the march forward, and makes 
it more enticing for XR artists to entrust 
you with their exhibitions.
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INTERVIEW

IN CONVERSATION WITH:
MAUREEN TOWEY
Multimedia  Ar ti st  and Producer

Q: For  the  Ne w York Times Dai ly  360,  you’ve  said  that 
some pieces  were  produced in  a  day and some took 
signif icantly  more t ime.  What  are  some factors  that 
determine how labor-intensive  a  VR project  wi l l  be?

There were a lot of factors that affect workflow timing. If we 
produced a piece in a day, it was usually because it was breaking 
news so it had to be turned around quickly for it to be relevant 
on the Times website. If we knew we had to turn around a piece 
quickly, we would plan a more simple shot-list so we could turn 
around the edit right away. If we were working on, say, a culture 
piece, we often had more lead time and could take more risks 
with our approach. For almost all our pieces, we were working 
with consumer grade Samsung 360 cameras that only had two 
lenses, so that made the post-production process a lot faster than 
if we were using bigger rigs. 

Q: How would you advise  an ar t  ga l ler y  or  museum 
interested in  exhibit ing v ir tual  works  or  creat ing v ir tual 
works  get  star ted?

If you are showcasing your work through VR, be very 
thoughtful about what qualities will work best in that medium. 
For example, objects that play with scale often work really well 
when viewed in 360 because you are able to move around with 
a big object or get super close to something small. Whenever 
we tried to place a camera in the middle of a room to look 
around at paintings or drawings, it didn’t work as well. If you 
can cover the work better with regular photo or video, then do 
that, because VR is heavy production.

Q: What’s  one thing you’ve  learned through experience 
that  can be  a  pit fa l l  in  XR production?

Staying simple and slow can be really great. Remember that 
there is a lot of visual information in a 360 frame so, sometimes, 
you don’t need to do a whole lot to make it feel great.

Q: Do you see  a  growing space  for  XR in the  f ine  ar t 
world?

There is always room for new technologies in the art world. 
Either as an artistic medium or as a way to communicate with 
audiences. 

Maureen Towey is a director working across artistic mediums. She 
recently premiered “The 8th Year of the Emergency” a short film 
she wrote and directed. For The New York Times, Towey directed 
“Sensations of Sound” for NYT VR and served as the Senior Producer 
for The Daily 360. Towey has worked as a Creative Director for award-
winning musicians such as Arcade Fire, Ray LaMontagne, Tune-Yards 
and Esperanza Spalding. She recently directed a music video for Sharon 
Van Etten. As an ensemble member with Sojourn Theatre, Towey directs 
radical community-based arts events, such as Finding Penelope and 
The Islands of Milwaukee. A highlight of her live performance work 
was directing Black Mountain Songs, which was co-created with Bryce 
Dessner of The National and starred the Brooklyn Youth Chorus (BAM 
in NYC, Barbican in London). Towey has been recognized as a Fulbright 
scholar (South Africa), a Princess Grace fellow, and as a PBS/AOL 
MAKER. 

Website: maureentowey.com

http://maureentowey.com
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INTERVIEW

IN CONVERSATION WITH:
LINUS AD OLFSSON
Co-Founder,  VR’t  Ventures

Q: Your exhibit ion with Shepard Faire y  -  Damaged -  was 
created by using an array  of  laser  sensors  to  capture 
the  exhibit ion space.  Can you tel l  us  about  how that 
approach was  de veloped and what  the  process  was?

Most exhibitions, if not all, are inherently temporary. 
Whether 4-6 weeks at an art gallery or 4 months at an art 
museum, they come to an end. So our goal was to capture 
art exhibitions as well as possible, in order to ensure that 
“visitors” to a virtual exhibition (of an exhibition that took 
place in the real world) would have an experience similar 
to visiting in real life, whether they virtually visited now or 
many years from now. This required the implementation 
of a process called volumetric photogrammetry. 

To explain in more simple terms, a laser scanner (lidar) was 
used to capture the correct architecture and measurements 
of the space (accurate to less than 1mm). Then we basically 

used the photos taken (approximately 13,000 photographs 
of the Kerry James Marshall exhibition at MOCA, and 
approximately 11,000 photographs of the Shepard Fairey 
exhibition) as wallpaper to create the desired effect.

Q: How does  your par tnership with a  ga l ler y  or 
exhibit ion begin?  Do you approach exhibitors?  How 
can a  ga l ler y  get  into v ir tual iz ing exhibit ions,  and 
what  makes  an exhibit ion ‘r ight’  for  v ir tual izat ion?

We had a good relationship with MOCA and the Director 
at the time, Philippe Vergne, was very open to the future 
and kindly allowed us to capture the Kerry James Marshall 
exhibition. At that point, our plan was to only capture museum 
exhibitions, since those art museum exhibitions generally are 
the most highly curated art exhibitions and what we felt at 
the time were the most “valuable” and important to archive, 
so that future generations would have the opportunity to 
view them properly. However, when I visited Shepard Fairey’s 

https://techcrunch.com/2018/01/17/volumetric-photogrammetry-big-words-bigger-impact-on-vr/
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gallery exhibition that was taking place at a warehouse near 
downtown Los Angeles, I felt that although this Shepard Fairey 
exhibition was not a museum exhibition, it still was a very 
intriguing and interesting experience that should not be missed. 
Shepard’s exhibition was taking place for approximately 6 
weeks at the end of 2017, and we thought, “How many people 
would have the opportunity to see this in person? And how 
else could you view this unless you were in Los Angeles during 
that 6 week period? So we decided that capturing Shepard’s 
exhibition was totally worth it. At this point, decisions have 
to be made. Is this particular exhibition worth the cost of 
capturing and processing and developing? In the future, as 
technology improves, the decisions will be much easier to make.

My experience is that for every monumental exhibition 
that people deem important enough to capture and thereby 
make accessible in perpetuity there is always corporate and 
individual patrons that wants to support this mission. 

Q: You released the  Damaged experience  on mult iple 
platforms.  Is  there  a  lot  of  overhead accounting 
for  iOS/Android/Oculus  etc  and does  that  need to 
be  dealt  with early  in  the  planning,  or  is  por t ing 
between platforms fair ly  easy  at  this  point?

The Kerry James Marshall exhibition at MOCA was released on 
the Oculus platform and Samsung Gear VR platform (which 
is operated by Oculus). However, since most people in the 
world did not own VR headsets, we turned the VR experience 
into a file that could be downloaded on both Mac and PC 

directly from our website: https://www.vrtventures.art/

The Shepard Fairey exhibition was released on the 
Oculus platform, Samsung Gear VR, as well as Steam 
VR. However, since most people in the world still did 
not own VR equipment, we turned the VR experience 
into a mobile app for both Apple and Android.

This was definitely not an easy process and even more difficult 
since our VR file was considerably large with all of the data 
associated with such a detailed and heavy environment.

Q: What  excites  you most  about  the 
future  of  Extended Real ity  in  Ar t?

So many things! I could safely assume that almost 100% of the 
people who will read your document have the ability to travel 
to an art museum or gallery in their local area and probably 
visit other institutions in other cities around the world when 
the opportunity is presented. This is obviously not the case for 
the most of the world. The words “education” and “accessibility” 
are so regularly used buzz words in the world, but we do not 
believe that there is that much backing behind those words. 
Most of the world is uneducated and most of the world does 
not have access. Most children do not have the opportunities to 
visit museums. Without access and exposure, how do you learn? 
There are so many possibilities. Archiving could and should be 
important but growing the base of people interested is much 
more important in the future. We believe that these experiences 
will eventually create significant revenue for museums as 

virtual tickets could cost similar to physical visit tickets. 

There are a few links that may help you 
understand how we think:

a. This is an article that my partner wrote for 
VentureBeat: AR and VR could be educational 
— and profitable — tools for museums

b. This is an interview of 3 figures at MOCA, the Director, the 
Chief Curator and the Chair Emeritus:  
VR Visionaries: Museum of Contemporary Art, Los Angeles

c. This is an interview of my partner for Forbes:  
Jacob Koo And Shepard Fairey Launch 
The First Mobile VR Art Exhibit

Linus Adolfsson is a serial entrepreneur, having invested time and 
resources in a number of different industries, including real estate, 
retail, and contemporary art and design.  Most recently, Linus is the 
Co-Founder of VR’t Ventures, a company focused on utilizing technology 
for the improvement of education and greater access with respect 
to art.  Linus and his company, VR’t Ventures, is responsible for the 
preservation of the Kerry James Marshall retrospective “Mastry” that 
took place at MOCA Los Angeles, through the utilization of virtual 
reality technology, which was the first world-renowned museum 
exhibition that was launched as a VR app and experience, as well as the 
preservation of the largest exhibition of Shepard Fairey’s career, entitled 
“Damaged”, which was launched as both a VR app and mobile app.  

Website: https://www.vrtventures.art/

https://www.vrtventures.art/
https://venturebeat.com/2017/12/14/av-vr-educational-profitable-museums-moca/
https://venturebeat.com/2017/12/14/av-vr-educational-profitable-museums-moca/
https://www.oculus.com/blog/vr-visionaries-museum-of-contemporary-art-los-angeles/
https://www.forbes.com/sites/julianmitchell/2018/10/15/this-entrepreneur-just-launched-the-first-vr-app-showcasing-contemporary-art-exhibits/#7f34ec3020d5
https://www.forbes.com/sites/julianmitchell/2018/10/15/this-entrepreneur-just-launched-the-first-vr-app-showcasing-contemporary-art-exhibits/#7f34ec3020d5
https://www.vrtventures.art/


As a follow-up to this paper, we intend dive more 
deeply int these technologies and others, and how 
your gallery or auction house can begin integrating 
modern technology into your sales strategy 
immediately.

Think we’re wrong? 
Have an opinion? 
We’d love to hear it! 
Get in touch and let us know what you think.

Who is CARAVAN?
Caravan solves business problems with data, design, and 
technology.

Over the past 9 years, CARAVAN has worked with some of 
the most renowned art institutions, artists, and  galleries to 
help market celebrated artists and art exhibitions across the 
world, enabling the sales of millions of dollars of art and 
related merchandise online.

A R T  O P S c r v n . n e t /A R T

To get started with XR art in your gallery, contact 
CARAVAN for a free assessment at info@crvn.net

Sign up for our mailing list to get more insightful 
content about key art industry topics here: 

https://crvn.net/art
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