
 
 
 
 
What can be done to improve the capabilities of arts organisations to both 
develop a strong and sustained customer/visitor base and build participation in 
the arts? 
 
Some initial background notes relating to this question compiled through 
discussion at Advisory Group meetings were as follows: 
 
1. Audiences, Marketing and Brand 
 

• understanding and nurturing the current customer/visitor base and the patterns 
within it  

• how to engage with what customers and visitors want?  
• Role of marketing and brand 
• maximising box office yields (more a performing arts issues – pricing 

techniques, balancing revenue maximising pricing with broader aims and 
looking at modern yield management techniques 

• building linkages between different communities of support – 
attendees/participants and donors/supporters  

 
2. Widening Participation in the Arts 
 

• how can arts organisations better understand the modes, changes and barriers 
to participation and encourage/motivate individuals to participate? 

• There is a currently a premium on broadening and diversifying participation in 
the arts, what about deepening participation ? 

• Are there good examples of vision-led creation of markets and participation? 
• Are there good examples of ‘engagement’ strategies as opposed to marketing 

strategies?  
• What partnerships can be useful to open up new channels for participation?  
• What can we learn from for-profit consumer organizations in the 

entertainment and new digital services sectors 
 
 
This work was sponsored by Vernon Ellis and Michael Lynch from the Advisory 
Group. 
 
Two separate papers have been produced which relate to the two broad groupings of 
questions listed above.  The first paper, which focuses on audience, marketing and  



 
 
brand, was researched by Vernon Ellis and Clive Whitehouse, a former partner in 
Accenture, who has and continues to play a leading role in the work on the pro bono 
work on audiences that Accenture is carrying out for the Royal Shakespeare 
Company.  The second paper, which focuses on wider questions of broadening and 
deepening participation was researched by Clore Fellows Ellie Maxwell and Susanna 
Eastburn.  The group as a whole participated in the review of this briefing note.  
  
Part 1 – AUDIENCES, MARKETING AND BRAND 
 
Authors: Vernon Ellis and Clive Whitehouse 
 
The first result of our work was a synthesis of best practice which can be 
summarised as four key areas relating to understanding and connecting to 
customers. 
(Note, we use the term customer to include both audience for performing arts and 
attendee at museums and art galleries.) 

• Customer orientation 
• Artistic planning informed by customer view and marketing  
• Project focus 
• Brand Values and leadership 

 
Elements of this best practice were evident in several organisations we spoke to and 
everyone seemed to be on the same “journey” towards these kind of principles, 
though clearly the exact shape will differ depending on type of institution. Only a few 
organisations are significantly advanced in all areas.  Smaller organisations can avoid 
the problem of functional silos which have affected many large organisations but 
perhaps can learn how to avoid the traps which others have fallen into.  Also, smaller 
organisations can know more about their customers by more informal methods but 
again can learn from the best of larger organisations as they grow.   
 
Customer Orientation 
 
We identified six key areas that organisations need to get right 

• Understanding the customer base and segmenting it by patterns of 
transaction histories linked to demographic, lifestyle and psychographic and 
attitudinal data 

• Systems and data integration – ability to integrate box office systems and 
data/customer files/development databases/ad hoc survey data 

• Making the organisation customer-centric.  Techniques can include 
o Nominating market segment champions within the marketing 

department 



 
 

 
o Involving this thinking explicitly in the planning and marketing of new 

“product” 
o Building this thinking plus an overall customer-service orientation into 

every aspect of customer contact – which includes all operational areas 
such as catering and box-office through to Friends and Development 
departments 

• Segment and tactical marketing – use of the data above to support much 
more sophisticated targeted marketing.  We noted that the best thinking seems 
to be that this is often best undertaken in a “quiet” way without publicly 
identifying these target segments.  But we noted too that good practice in this 
can significantly reduce marketing costs by reducing the volume of blanket 
brochure production and advertising and by increasing the yield from targeted 
marketing. 

• New channels and partnerships.  The most significant development has been 
website development, online booking and electronic customer contact.  
Leading performing arts organisations are getting up to 40% online booking, 
again resulting in lower costs and much more powerful customer information 
and contact.  There is believed to be much more scope for exploring new 
channels and third party relationships 

• Pricing and yield management.  This is an emerging area of potentially high 
importance.  Some organisations are beginning to dynamically alter 
boundaries between price bands on a daily basis and others are experimenting 
with steeper early booking discounts or thinking about raising prices for events 
that are selling out.  A few organisations, particularly in the US (e.g. San 
Francisco Opera), are beginning to learn much more about customer pricing 
preferences through use of advanced statistical survey techniques such as 
conjoint analysis and then linking this to deep data mining and cluster analysis 
to refine pricing strategies and special offers. There are, however, delicate 
balances to be struck between theories derived from the travel and hotel 
sectors and existing audience attitudes and expectations.  Significant advances 
in this area also will require very sophisticated customer information.   

 
Artistic Planning Informed by Customer View and Marketing 
 
In some organisations “marketing” was a dirty word until relatively recently. More 
commonly, the marketing department was brought in to help sell something only after 
it had been fully developed.  Now in many organisations, both performing arts and 
museums and galleries, marketing is part of the team alongside artistic, technical and 
financial leadership.  And Marketing can include consideration of audience, 
advertising, design and pricing.  But everyone is keen to emphasise that this is not to  



 
 
 
say the marketing dictates artistic strategy – marketing can inform artistic planning 
but artistic creativity can and should create markets and artistic excellence is a sine 
qua non. 
 
 
Project Focus 
Often, as marketing departments have grown, they become one of a number of 
functional silos.  But one way of breaking down these silos is to establish more of a 
project focus in which marketing is part of a design and execution team that takes an 
idea from conception through every stage.  An example might be the “Dark 
Materials” project at the National Theatre which began with an idea well before the 
dramatisation was begun and involved every department of the theatre from the 
beginning.  This combination of customer focus and project focus has to be built into 
processes and culture of the organisation. 
 
Brand Values and Leadership 
The leading organisations are very aware of the importance of knowing and 
enhancing their brand and the values associated with it.  This is carried though into 
positioning statements and design consistency.  The Barbican Centre has been very 
focused on this in recent years.  In those organisations which are furthest in this 
regard, there is complete consistency of approach with is led from the artistic and 
executive leadership.   
 
However, many also feel that this self-awareness should be kept within the 
organisation.  They feel that brand management should be subtly reflected in the 
organisation’s communications and marketing, not publicly trumpeted.  
 
 
ACTIONS 
 
There are three action areas: 

• Sharing best practices 
• Skills development for understanding the Audience 
• Data and Systems Integration 

 
 
Sharing Best Practice 
This is perhaps the most important action area.  We need more discussion on how best 
to share emerging best practices and upgrade capabilities.  Key topics are: 
 



 
 
 

• Skill development – opportunities for joint development. 
• Fora for sharing experiences, including mixing performing and visual arts.  

Also need to involve both large and small.  Large can learn from small and 
small organisations can learn about avoiding pitfalls which come with size 

• Role of ACE 
• Would it be useful to prepare a Glossary of terms and an expanded manual 

of best practice? 
• Would some case studies/further research be useful? 
• Do we need a prior debate about the degree to which matters are sensitive 

to competition – or is common ground that very little is sensitive? 
 
Skills Development for Understanding the Audience: 
Skills development is a critical enabler for the more effective use of customer data. 
There seems to be a need for both the ‘demand side’ – educating marketing and other 
executive management in the benefits of, and how to direct, a more customer-
oriented, data-informed approach, and the ‘supply side’ – providing the skills to 
conduct the analysis and translate it into effective action. 
 
‘Demand Side’ Education: 
 
On the positive side, we found from our interviews that there is a growing acceptance 
of the importance of a customer-led approach (typically under the banner of 
‘marketing’) in larger organisations. The leaders in this area now include Marketing 
on the Artistic Committee (for example the Barbican and RSC) where they are able to 
play an important role in informing the management team on the relevance of 
productions to their audience segments, planning budgets, etc.  
 
These organisations are clear on the benefits of a thorough understanding of the 
audience, through a range of techniques including ticketing system data analysis 
(where available), geo-demographic and lifestyle analysis, and attitudinal or 
psychographic analysis, and are building the capabilities to do this. 
 
On the less positive side, however, we also found organisations only now emerging 
from the period where marketing was a distinctly subsidiary activity, separated to a 
large extent from the more traditionally ‘core’ activities of artistic control and box 
office sales. In these organisations marketing is constrained to a limited promotional 
role. Analysis tends to be production and campaign driven, rather than tracking 
customers over time. There is limited use of external data to enrich internal analysis.  
 
There is also evidence that when in-depth audience analysis is made available many  



 
 
arts organisations are not clear how or why to use it. For example, the Manchester 
Data:Crunch initiative generated a free audience benchmark and analysis for 
participants, but while it was useful at a strategic level for the industry, and for the 
Arts Council, it was found that a year later few venues had actually used the analysis 
at a practical level to generate more revenue1. 
 
Where the organisation’s management understands the benefits of using customer 
data, which in many cases is readily accessible from ticketing systems, and is ready to 
prioritise investment to do this, the potential benefits are substantial both from a 
strategic planning point of view and tactically in executing marketing programmes 
and managing customers. 
 
Suggested skills development action: 
 

• Provide executive/manager level education in the potential benefits of a more 
customer-centred management approach, the strategic significance of data 
capture and data quality, the role of data-driven analysis and how to direct it. 
This would also cover an introduction on how to develop the required 
capabilities, in the areas of people, process and technology. 

 
‘Supply Side’ Skills Development 
 
Demand from executive management generates a need to supply more advanced data 
analysis, and the ability to interpret this analysis and turn it into practical programmes 
of marketing activities. In some organisations we spoke to there is a demand for these 
skills, but they are constrained by budget or simply the knowledge of how to go about 
acquiring them.  
 
Leading organisations, on the other hand, are well advanced in programmes to 
improve their capabilities in these areas. For example, the Barbican is building an in-
house data analysis team, which is already able to conduct statistical analysis, data-
mining and segmentation, and predictive modelling to support their customer-centric 
programme. 
 
Other organisations are supplementing in-house skills with those from third-party 
consultancies and agencies. For example, the RSC is developing a long-term 
relationship with Accenture, a large management consultancy, which is providing  
 

                                                 
1 Arts Marketing Association – Ahead of the Game, Symposium 2004, Report by Baker Richards 
Consulting 



 
 
them with customer data analysis, customer strategy development, and marketing 
execution services. 
 
For these leading organisations ‘supply side’ is something of a misnomer for the 
marketing analysis teams, since they are much more than a reactive support function: 
they take the initiative to gain new insight into customer behaviour and through this 
help to shape overall marketing strategy. 
 
The technology employed for analysis ranges from easy-to-use to highly 
sophisticated, and training needs vary accordingly. Often, the capabilities of the 
technology stimulate new thinking in the analytics teams, which in turn drives the 
need for more training to use the technology to best advantage. 
 
Depending on the size and resources of an organisation, and perhaps existing 
relationships with service suppliers, they may choose to develop analysis and data-
driven marketing skills in-house or supplement them through external resources. In 
either case, it is essential to have sufficient skills in-house to interpret customer 
analysis to gain insight and turn it into practical marketing actions. These are core 
capabilities that enable organisations to acquire, develop and retain their customers. 
 
Suggested skills development:  
 

• Customer Analytics for Marketing: targeted at individuals who already have 
basic data analysis training and statistical background (these are available 
from many sources including software suppliers, academic institutions, and 
professional training bodies), concentrating on issues, techniques and case 
studies specific to the arts sector.  
 

• Data-driven Marketing for Arts Marketers: targeted at marketing team 
members responsible for developing marketing actions within and overall 
strategy. Topics would include: data sources and their role, specifying and 
interpreting customer data analysis, customer segment strategy development, 
campaign programme design, campaign execution (covering multiple channels 
including box office contact), and post-campaign analysis.  
 

Sourcing of Skills Development Programmes 
 
There are many existing providers of skills development programmes in the arts 
sector, including the Arts Marketing Association, the arts marketing agencies, 
commercial organisations, and academic institutions. We suggest the development of 
a curriculum for arts marketers, based on the areas listed above, followed by a review  



 
 
of existing suppliers and courses to determine how best to source and deliver the 
curriculum. Given the constant advances in this area some new material may also 
need to be developed. 
 
Note that there is already an existing vehicle for this work: the Audience Data UK 
Project Management team is planning to undertake a review of training needs within 
the arts sector with a view to commissioning a suite of training courses (see Appendix 
1).  
 
Data and Systems Integration 
Data Usage 
 
In 2003 a broad review of the use of data in the arts was commissioned by the Arts 
Councils, conducted by Catalyst Arts and published in November 2003 under the title 
‘The Thirst for Knowledge – Audience Data in the Arts’. Audience Data UK is 
currently managing a programme of activities based on the recommendations of this 
report. 
 
Many attendees at the Mission, Money and Models conference will be familiar with 
this initiative, but to recap, the projects currently underway are: 
 

• Development of Artform Classification 
• Standard Box Office System Reports Feasibility Study 
• Profiling Door Sales and Group Bookers 
• Development of Protocols and Guide to Good Practice 
• Development of Data Ownership Guidelines 

 
Other projects that are planned, in addition to the Training and Skills Development 
project mentioned above, are: 
 

• Virtual Research Warehouse 
• Data Collection and Benchmarking System. 

 
This important initiative will go a long way to helping share best practice and insight 
into consumers of arts in the UK. The full report from Audience Data UK on the 
status of the programme is included in Appendix 2 - Audience Data UK – Project 
Management Team Report, September 2004. 
 
There are two additional areas where we believe there is a need for action: 
 
 



 
 
Systems and Process Integration 
 
Those organisations in the arts industry which have ticketing systems have an 
unusually rich source of customer information compared to many commercial 
organisations, and it is often less fragmented and more easily accessible too. More 
recently it has become possible to benchmark and profile customer data with rich 
sources of pooled data, such as Audience London’s Snapshot database. 
 
New box office systems, such as Tessitura, and new versions of Artifax and Enta, 
provide increased levels of data integration (in the case of Tessitura across box office, 
marketing and development) which minimise data entry and duplication, and 
maximise the opportunities to treat customers on the basis of their whole relationship 
with the organisation. This customer relationship management approach should allow, 
for example, organisations to target customers with relevant offers at the right time – 
whether through direct mail or email, or whilst speaking to them in the box office; or 
to be able to see, in the box office, which ticket-buyers are also donors, and to treat 
them accordingly. 
 
There are also now many systems available to store and analyse customer information 
for marketing purposes. These range from easy-to-use ‘slice-and-dice’ analysis tools 
with graphical interfaces that allow users to quickly produce graphs and counts, to 
sophisticated statistical and data-mining tools to provide predictive modelling (for 
targeting) and segmentation. 
 
However, most organisations in the UK have yet to make the investment in these new 
systems. Tessitura, for example, has only three installations in the UK (tellingly, two 
of these are at new venues – the Millennium Centre in Cardiff and the Sage 
Gateshead). Typical barriers include competing demands for limited budgets, or 
reluctance to embark on a replacement process for critical systems that is perceived as 
complex, risky and time-consuming. 
 
We believe that organisations considering replacing ticketing, marketing and 
development systems would benefit from more guidance on the typical business 
requirements for these systems, and the relative merits of the systems available. In the 
commercial world organisations such as Gartner and Forrester provide extensive 
research and analytical reports of this nature – the information available in the arts 
sector is more limited. 
 
We recommend the development of a series of papers to address this gap, as a 
resource for the arts sector in general. The reports would draw on the collective 
experience of arts organisations to provide first hand implementation experience, and  



 
 
use a defined set of criteria to help others select systems with the best fit to their 
particular requirements. The reports would be business rather than systems-focused, 
and describe how the technology would be used in organisations that are also 
changing their business process to be more customer-centred. One way of doing this 
would be to describe how the typical business processes might look ( a ‘process 
architecture’) and the systems applications that would support them (a ‘systems 
architecture’). 
 
Whilst this information would not provide all the answers for each organisation they 
would provide useful initial guidance and help focus time and resources in the right 
areas. 
 
Customer Insight for the Arts 
 
Marketing analysis teams with skills in descriptive and predictive modelling can be 
challenging to build. Skills tend to be in high demand and short supply, and salaries in 
the arts sector make it difficult to recruit and retain staff in competition with the 
commercial sector. 
 
Whilst some of the larger arts organisations are successfully developing these teams, 
through a mixture of training, internal development, and recruiting, smaller 
organisations may look for another option, such as a shared resource. 
 
A shared ‘customer insight’ team could provide not just the capability to conduct 
sophisticated descriptive analysis (segmentation, profiling, data enrichment) and 
predictive analysis (building targeting models), but also to the skills to advise on 
turning the analysis into marketing actions, and the systems and processes to execute 
these campaigns.  
 
Using a shared resource provides some clear advantages: 
 

• The client organisation avoids the management overhead and cost associated 
with building a capability that is not necessarily one of their core 
competencies 

• The provider can spread costs over several organisations and achieve 
economies of scale that allow further investment in people and technology 

• The shared resource provides a natural vehicle for pooling of customer data. 
 
We recommend that a project is initiated to determine the requirements for a shared 
customer insight team for the arts, and to look at potential options for providing this. 
A natural option would be to build on the established marketing agencies already in  



 
 
place, which currently provide some of the anticipated services. This would also have 
the advantage of using the regional knowledge and proximity to clients of the 
agencies.  
 
Part 2 - WIDENING PARTICIPATION IN THE ARTS 
 
Authors: Susanna Eastburn and Ellie Maxwell 
 
We spoke to a range of figures from diverse organisations in different sectors, 
including performing arts, community arts, those in receipt of regular core funding, 
those not. Despite the very different nature of these organisations a number of 
common themes and issues emerged and for the purpose of the Mission Money 
Models conference we have identified four major areas to examine in more depth.  
Each is defined in the form of a problem and we have set out possible actions against 
each.  The four problem areas are as follows: 

• Dilution of identity  
• Lack of meaningful engagement with target participants and lack of 

communication with groups who don’t participate or who participate in a 
limited way   

• Government policy around increasing participation is increasingly driven by 
targets around social cohesion. Is government outsourcing too many of its 
statutory obligations?  

• Arts organisations have a lot to learn from each other and share around their 
experiences with increasing participation, yet this doesn’t happen to any 
meaningful extent 

 
Definitions: 
• Participation in the arts includes  

o Doing (singing, acting, dancing, painting, writing),  
o Spectating (seeing, reading, listening), and  
o Stewardship (employment in the arts, personal donation/allocation of public 

funds, volunteering etc)  
 

• Building/increasing participation can be to broaden, deepen or diversify 
o Broaden:  More of the same kinds of people who are now attending 
o Deepen: More engaged participation by those who presently participate 
o Diversify:  Participation by those who don’t currently participate  

 
 
 
 



 
 
1.  Problem: Dilution of identity 
 
This was a problem particularly for regularly funded organisations, who felt under 
pressure from statutory funders to deliver on a range of policy initiatives around 
participation. There was a genuine concern that pressure to reach ever more people 
from ever more diverse backgrounds meant that the core identity of the arts 
organisation was in danger of becoming diluted, as was quality and focus. This was 
particularly the case for smaller organisations who by their very nature tend to focus 
on fewer but clearly defined areas of work. 
 
In addition, it was felt that statutory funders took a rather reductionalist approach to 
participation activity, dividing it into categories such as 
education/training/multicultural work etc, whereas successful approaches to 
participation grew out of a holistic belief in its values which ran throughout all aspects 
and levels of the organisation and therefore was not so readily categorised. 
 
“We can feel pressure to reach an ever wider constituency – which in itself is a good 
thing, but not if it waters down the quality of our work.” 
“It can be hard to hang on to our identity and not be too simplistically categorised” 
“The way that funders think in terms of separate categories such as education, 
training or multicultural work is unhelpful and misses the point.” 
 
What they feel is lacking is an overall strategic knowledge about who already 
participates in the arts and via what means and organisations. It is clear that some 
groups are excluded or under-represented but the best solution is not for funders to put 
pressure on all their clients to reach these groups. Rather, we – the arts infrastructure 
as a whole – need to have a far better developed knowledge and sophisticated 
understanding of what already happens, from which we can identify who is excluded 
or under-represented, and which organisations (existing or conceivably in some cases 
new) might be best placed to reach them, and how. Organisations who are reaching 
under-represented groups (many of whom do not necessarily have an ongoing 
relationship with a statutory group) need to be a central and equal part of this process. 
 
In this context we are looking at the issue of diversifying participation (reaching new 
people), which in some case involves showing work that will appeal to new audiences 
or involves new performers. Organisations with a mission to show specific work will 
rightly feel that deviating from this work will damage their mission, and that therefore 
they cannot address issues of participation in this way. However a key problem in the 
UK arts sector is not just that excluded communities are under-represented in 
performances and audiences, but also in staffing. All organisations, even small ones, 
can try to make sure that new jobs, board positions etc are accessible to applicants  



 
 
from many different backgrounds, and this can help to make the arts seem more 
generally accessible. 
 
Possible action: 
1. For arts organisations: be clear about identity and mission. 
 
2. The arts infrastructure as a whole (organisations and funders) need to 
recognise that not every organisation can or should reach every sector of society. A 
national strategic overview is needed to identify who is being excluded from or under-
represented in cultural activity – and to identify the best means, and organisations, to 
remove these barriers. 
 
But who should conduct such an overview? A significant number of groups and 
organisations lie outside the scope of statutory funding. But they might approach 
trusts and foundations for funding (Jerwood, Esmee Fairbairn, The Tudor Trust were 
all cited). This was first of all acknowledged to show the value of trusts and 
foundations in this area of work, since their private status encouraged support of more 
unusual, idiosyncratic and ‘risky’ organisations – including those with less formal 
experience in the bureaucratic burdens of application forms, monitoring and 
evaluation. But it also highlighted the fact that a single body such as ACE might not 
have the complete picture of participation. 
 
If a suitable body could be identified or formed, then it could collect and compile data 
on existing participation. It could provide arts organisations and funders with 
recommendations for good practice, and also identify gaps in provision. This report 
would need to be refreshed every year. 
 
Possibly the START (State Arts Partnership for Cultural Participation) initiative in the 
US could be examined to see the efficacy of this approach -  this initiative was set up 
in 2001 by the Wallace Foundation, encouraging research and learning, innovation 
and change through a 'community of practice' of thirteen leadership state arts agencies. 
However it would be a positive move to include organisations that are run by 
representatives of excluded communities as part of any such initiative in the UK, 
making such communities instrumental in shaping policies intended to include them, 
rather than simply being consulted about the policies' development.  
 
Suggested breakout group: Is there an existing body who could undertake this 
work? Or would a new body need to be created? How would it be organised, and 
funded? How could we ensure that under-represented groups were a central and equal 
part of the process? 
 



 
 
2. Problem: Lack of meaningful engagement with target participants (ethnic 

minorities) – lack of communication with groups who don’t participate or 
who participate in a limited way 

 
We all want to increase the number of people participating in the arts. Policy flowing 
down from government emphasises the need to address injustices in provision, 
particularly with regard to black, minority and ethnic communities. Yet a number of 
interviewees held strong views about the lack of real and equal dialogue with these 
groups; assumptions are made about them (often for the best reasons, and often 
following genuine attempts to communicate) and policies drawn up, without real 
participation in the process by those most affected. Put simply, policies are often 
drawn up by the very groups that are (usually involuntarily) doing the excluding, and 
not by the groups that are excluded. Despite the best intentions and some successful 
results, it is not surprising that the arts sector is not always able to understand what 
barriers excluded groups face in becoming involved with the arts.  
 
It was felt that this goes wider than simply projects directly targeting increased 
participation from these groups. Rather, such groups need to be involved on every 
level and not just around their own needs and perceived needs. Artists and 
organisations spoke of the desire to be regarded on the basis of their work, not their 
background; they want to be included on a more permanent basis, rather than on the 
basis of a funding trend (which is what many feared the current focus on participation 
consisted of). But this need for proper and permanent representation also applies to 
the development of policy and strategy by government, ACE, and other bodies.  
 
Several respondents drew attention to the fact that there is a clear divide between 
“established” organisations (who often receive core funding) and ones at a more grass 
roots level who might be more closely connected with under-represented potential 
participants, but who for whatever reason often don’t receive core funding from 
statutory bodies. 
 
There are a number of issues here: 

• Many established organisations want to work in partnership with community 
organisations in order to expand the number of people who benefit from and 
participate in their activities 

• Many community organisations want to work in partnership with established 
organisations in order to benefit from their access to more significant amounts 
of funding, larger infrastructure (particularly in terms of marketing and public 
profile) and facilities. 

• But there is mistrust on both sides. Established organisations (including some 
funders) do not trust under-represented or 'at-risk' groups to organise  



 
 
themselves properly. Under-represented groups do not always trust the motivation 
of established organisations in wanting to work with them – one respondent 
commented that established arts organisations were just ‘too lazy’ to build up 
relations with excluded communities, so just try to ‘buy’ theirs, or to get funding 
by using them as ‘bait’. 

 
'If we are approaching UK funders, we know that getting volunteers with UK accents 
and names to make the contact and application, makes success more likely. In some 
cases when initial approaches by refugee staff met with unfriendly replies, another 
approach by English staff was met with a much more accepting response. I think that 
they're more willing to trust someone like themselves to help immigrant communities, 
than to trust our communities to help ourselves'.  
 
Possible action: 
We need to identify the many grass roots organisations working directly with under-
represented or excluded groups. But this is not the responsibility of every single arts 
organisation – a strategic overview is needed (this connects with the first topic). From 
this we can begin to address giving these groups a more equal voice. 
The established arts infrastructure (by which we mean broadly ACE, its regularly 
funded clients, and some other funders) needs to address inequalities within its own 
hierarchies and systems. Several respondents commented on the ongoing use of 
offputting and sometimes meaningless jargon, which is a particular barrier for those 
whose written English is weak. 
 
Funding could be offered on the basis of the idea being proposed and the ability to 
manage a project., rather than the ability to write a good application or report. The 
established arts infrastructure could take responsibility for putting in place systems 
that protect investment and support, rather than only giving money to those who are 
known to deliver. This might involve developing advice structures, such as access to 
financial planners or application form fillers (this might be a natural extension of Arts 
and Business’s Skills Bank programme). It might also involve looking at new ways of 
making applications – audio or video, for example. It also means allowing for 
unknown outcomes. If some kind of overarching strategic body for the arts in Britain 
was created (as suggested in the first topic), could this oversee this,?  
Making funding applications coherent and consistent but more open and flexible – 
this could involve all funders agreeing a basic template for applications and 
monitoring, which would not only make applications more accessible but also could 
create a more meaningful and longitudinal understanding of the longer term 
development and impact of this work. A number of groups have been lobbying for 
such a standard application & monitoring form for some time, to address the problems  
 



 
 
that small organisations, or those run by people whose written English is not fluent, 
face in deciphering the individual jargon and key words that different donors use.  
 
'In many standard reporting formats, only participation numbers come through and 
not participation experiences.' 
 
A standard reporting system could allow for comparable formats of anecdotal data 
that would add to our general understanding of the quality of experiences.  
 
Suggested breakout group: 
How might we bring under-represented groups into the arts infrastructure as equal 
partners? What prevents this at present? 
 
3. Problem: government policy around increasing participation is 

increasingly driven by targets around social cohesion. Is government 
outsourcing too many of its statutory obligations? 

 
The government, via its departments and agencies, wants to increase participation in 
the arts, yet provision of arts education and activities via schools still varies 
enormously from place to place and from school to school. For some schools, 
including those in areas covered by Creative Partnerships, this has been partially 
addressed, but there remain fundamental gaps in the most basic provision (access to 
musical instruments and tuition, for example) which arts organisations are working to 
improve – but is this the best use of their skills and resources? 
 
“if there were free instruments and free instrumental tuition in schools, would our 
group do the education work we do?” 
 
Possible action: 
The increased communication between DCMS and DFES is welcome, but there still 
needs to be more to ensure that arts activities in schools are seen as a priority and are 
available to everybody via the national curriculum. Several respondents viewed the 
state school system as being the best, most equal and open way to reach the widest 
section of the population and as such key to increasing participation in the arts. If 
government wants to increase arts participation, then it will have to put more funding 
into arts activities in schools. If arts organisations want to increase participation, then 
we are going to have to lobby government to do this. 
 
Suggested breakout group: how can we work more closely with government to 
increase participation, and how can we collectively influence government to address 
the paucity of schools provision? 



 
 
4. Problem: Arts organisations have a lot to learn from each other and share 

around their experiences with increasing participation, yet this doesn’t 
happen to any meaningful extent 

 
There are many reasons for this, including practical ones (mainly around lack of 
time). But there is also a lack of readiness to share information, both experiential but 
also, more crucially, internal information (including how participation fits into the 
overall strategic plan, and the level of resource involved) and the evaluation of 
projects. 
 
There is also, as has been discussed in the second topic, a gulf of 
understanding/resentment between big and small organisations, and between 
established and less established organisations. 
 
Finally, there is the lack of comparable data. The plethora of different reporting 
formats currently used by different donors means that existing information is not 
comparable in any efficient way. Again this links back to the need for a common or 
standard application and reporting format that all funders would agree to accept (if 
only for small applications). Once we have overcome the lack of readiness to share 
information, we still need to address this issue,.  
 
Possible action: 
One respondent identified that there was a real lack of overall guidance and training in 
the area of increasing participation. Could this be provided, and by who? 
 
If a national strategic body for the arts was established, could this facilitate/organise 
seminars around the subject of participation, and also set the benchmark for a free and 
frank exchange of information? One respondent commented that this would have to 
be led by the arts organisations themselves, rather than a body like ACE, since in 
order to be meaningful, relevant, interesting and effective it needs to be as close to the 
body of experience as possible. 
 
Suggested breakout session: 
How can we commit to learning more from each other, and how can this be 
facilitated? 
 



 
APPENDIX 1 

 
People and Organisations Consulted 
 
Jean Nicholson, General Manager, Birmingham Opera Company 
Philip Hedley, Artistic Director, Theatre Royal Stratford East 
Stephen Newbould, Artistic Director, Birmingham Contemporary Music Group 
Tom Andrew, Director, Music for Change (and Clore Fellow) 
Andrew Missingham, Director, the hub (and Clore Fellow) 
Sara Robinson, Director, Ludlow Assembly Rooms (and Clore Fellow) 
Gavin Reid, Chief Executive, Manchester Camerata (and Clore Fellow) 
Ciara Eastell, Principal Assistant County Librarian for Somerset County Council (and 
Clore Fellow) 
Keith Merrin, Acting Creative Director, Culture10 (and Clore Fellow) 
Nii Sackey, Director, Biggafish (and Clore Fellow) 
Miroslav Mitrovic, Forest Arts, Edinburgh 
Adrian Ellis, A&E consulting 
Ben Street at MoMa, NY 
Mikel Krumins at RUGaim, Edinburgh (Youth-led arts organisation, Glasgow and 
Edinburgh) 
John Hutnyk, Professor of Cultural Studies at Goldsmiths, London 
Gordana Varcakovic at Svitac (youth-led arts organisation, Bosnia & Edinburgh) 
Nick Flavin, International Federation of Settlements (Urban regeneration and 
community groups, worldwide). 
Gerry Yoshitomi, consultant working with a number of US arts organisations, 
particularly the Wallace Foundation).  
Kate Knowles, Head of Communications, Dulwich Picture Gallery 
Honour Wilson-Fletcher, Marketing Director, British Museum 
Kate Horton, Commercial Director; Michael Boyd, Artistic Director; Maria Evans, 
Director of Learning, Royal Shakespeare Company 
Ian McKay, Marketing Director, English National Opera 
Tony Hall, Chief Executive; Caroline Bailey, Marketing Director, Royal Opera House 
Simon Mellor, Executive Director, Lyric Hammersmith 
Jonathan Reekie, Director, Aldeburgh Festival 
John Tusa, Chief Executive; Graham Sheffield, Artistic Director; Chris Denton, 
Marketing Director, Barbican Centre 
Michael Lynch, Chief Executive, South Bank Centre 
Anne Torregiani, CEO, Audiences London 
Terri Paddock, Editorial Director, What’s on Stage 
Barbara Matthews, Consultant 
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Audience Data UK                                                                                Appendix 2

Project Management Team Report
January 2005

1. Introduction
1.1 The purpose of this report is to provide an overview of the work that has

been undertaken by the Project Management Team overseeing the
programme of work that makes up Audience Data UK.

As this is the first report prepared by the team, it is probably worthwhile
briefly outlining the background to Audience Data UK to set it in
context.

2 Background to Audience Data UK

2.1 Data Scoping Study
In 2003, the Arts Councils of England, Scotland and Wales
commissioned Catalyst Arts to undertake a study to review the current
practice and identify strengths and weaknesses in data collection,
data analysis and data usage within the arts sector.  Their report The
Thirst for Knowledge – Audience Data in the Arts (November 2003)
provided a valuable insight into the audience data needs of the arts
and identified many of the limiting factors that are preventing funders
and practitioners alike from making full use of information that is
available.  A copy of this report can be downloaded from
http://www.catalystarts.com.

3 Taking forward the findings of The Thirst for Knowledge

3.1 The Thirst for Knowledge report recommended a series of projects and
this has formed the basis of Audience Data UK’s overall programme of
work.  The aim of this programme, which will be undertaken by a
number of consultants over the next two years, is to provide
clarification and guidance for individuals and organisations who
collect and analyse audience data.

3.2 Commissioning of Projects
The programme of work is being funded and commissioned by the Arts
Councils of England, Scotland and Wales.  In addition, the Arts Council
of Northern Ireland is contributing funding to various projects within the
overall programme.  All the Arts Councils aim to adopt the findings of
the consultants and encourage the adoption of recommendations
(where appropriate) across the arts sector, both within publicly funded
and commercial organisations.
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Of equal importance, the Arts Councils are seeking to provide
practical tools and training to help people working in arts
management to better understand the composition of their audiences
and so enable them to operate more efficiently

3.3 Steering Group
The programme of work is being overseen by the Audience Data UK
Steering Group.  This is made up of representatives of each of the Arts
Councils, a representative from Network, the umbrella body for
audience development agencies, and representatives from a range of
arts organisations across England, Scotland and Wales.  Details of the
Steering Group members is given in Appendix 1.

3.4 Project Management
In November 2003, Cathy Morris was appointed as Project Officer to
set into motion the programme of work.  In February 2003, the Project
Management Consultancy was put up to open tender, but no
appointment was made.  Following this, in May 2004, Angela Tillcock
was invited to lead on the project management, working alongside
Cathy Morris.

The Project Management Team is responsible for the day to day
administration of the programme of work.  They act as the first point of
contact for consultants working on various projects and report on a
regular basis to the Steering Group.  Both Cathy Morris and Angela
Tillcock are freelance consultants based in Cardiff.

Contact:
Cathy Morris : llysmelus@ntlworld.com

∍ 029 2033 3253
Angela Tillcock : angela.tillcock@btopenworld.com

∍ 029 2033 3253

4. Audience Data UK Programme of Work

4.1 Audience Data UK’s programme of work is made up of a series of
individual but interlinked projects outlined in The Thirst for Knowledge.
These are to be undertaken by a range of consultants over the next
two years.

Listed below are details of the six projects that are currently underway.

4.2 Development of Artform Classification System

4.2.1 The aim of this study is to develop a standard top level system of
artform classification that may be adopted by the arts sector for use in
data collection and analysis – particularly work which involves cross
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organisation and comparison and/or aggregated data.   Given that
many industry bodies already have existing systems in place, the study
will also look as to how a new system may work alongside the new
common system.

4.2.2 Consultant, Peter Verwey, was approached to undertake this study
and began work in March 2004.  The final report is due for completion
in February 2005.

4.2.3 The Arts Councils of England Scotland and Wales have existing systems
in place but plan to adopt the findings of the study over a three year
timeframe.  The Arts Council of Northern Ireland does not currently
have a standard artform classification system and it is hoped that this
study will inform their planned network box office system.

Contact:
Peter Verwey : peter.verwey@artscouncil.org.uk

4.3 Standard Box Office System Reports Feasibility Study

4.3.1 The Thirst for Knowledge study highlighted the problem of comparing
data reports from different box office systems. Currently each ticketing
system produces reports that look very different, use different terms
and compile different figures.  However, the actual information is the
same – detailed sales figures, booking patterns etc.  The aim of this
study is to investigate the possibility of developing a set of standard
box office reports that would look similar and function in the same way
regardless of the system on which they were running - thus making it
much easier to make comparisons across organisations

4.3.2 In February 2004, an invitation to tender was publicly advertised and in
March 2004, ACT Consultancy Services, lead by Roger Tomlinson was
appointed to undertake the study.  The final report is due in
February/March 2005.

4.3.3 As part of the consultation process, Audience Data UK has
commissioned a number of consultants with experience in the field -
Stuart Nicolle of Purple Seven, Andrew McIntyre, Liz Hill and Brian
Whitehead - to contribute to the study.  In addition, in October, 2004,
Audience Data organised a symposium attended by 43 invited
delegates with specialist knowledge in this field to discuss the issues
surrounding both box office system reports and protocols and guide to
good practice (see 4.5).  This, too, will feed into the overall findings of
both studies.

4.3.4 It is recognised that the development of new-look reports may require
financial investment by existing ticketing suppliers – a cost they may be
reluctant to undertake.   The study will include a clearly defined action
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plan outlining a means of taking forward the proposal including details
of timescale, resource requirements, risk factors and potential partners.

Contact:
Roger Tomlinson : rt.@rogertomlinson.com

4.4 Profiling Door Sales and Group Bookers

4.4.1 The Thirst for Knowledge identified two groups of attenders on whom
little or no box office data is available i.e. attenders who purchase
tickets ‘on the door’ and those who attend as part of a group booking.
It was recommended that two separate research projects should be
undertaken but given the similarity of the methodology involved in
both sets of research, the two have been combined into one study.

The aim of this research is to establish whether there are significant
differences between the profiles of these two groups of attenders and
other attenders that could then be taken into account when carrying
out data analysis projects.

4.4.2 Following a public invitation to tender, Cultural Intelligence, lead by
Eric Orme were commissioned to undertake the research in May 2004.
The results of the survey will be available in February 2005.

4.4.3 The research is being carried out with audiences from a range of large,
middle scale and smaller venues in England, Scotland and Wales.
Depending on the conclusions of this study, further work may be
undertaken in future to explore in greater detail issues that arise.

Contact:
Eric Orme : eric.orme@audience.co.uk

4.5 Development of Protocols and Guide to Good Practice

4.5.1 As mentioned in 4.3.1, one of the stumbling blocks in the analysis of
data cross a number of organisations, is the absence of standardised
box office reports.  Linked to this, is the confusion currently surrounding
the definitions of commonly used terms (e.g. catchment)  and
processes (e.g calculating drivetime), resulting in individual
organisations interpreting these in differing ways.

The aim of this study is to develop a set of clear definitions of
commonly used terms and concepts in the analysis of data for
marketing purposes that will be rolled out for consultation prior to being
adopted across the whole arts infrastructure.  In addition the study will
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produce a set of guidelines illustrating examples of best practice in the
adoption and use of the protocols.

4.5.2 Following a public tender process, Stephen Cashman was appointed
to undertake the study in August 2004.  His report is due in February
2005

4.5.3 Audience Data UK has also contracted Network (the umbrella body
for audience development agencies) to contribute to the study as
they have already undertaken preliminary work in this field.  As
mentioned in 4.3.3, Audience Data UK will organised a symposium to
discuss issues surrounding this project and standard box office system
reports.

Contact:
Stephen Cashman : stephen.cashman.consultancy@blueyonder.co.uk

4.6 Development of Data Ownership Guidelines

4.6.1 Much confusion currently surrounds the issue of data ‘ownership’ within
the arts sector, in part, because of the widespread misunderstanding
of how the Data Protection Act applies to the arts.  The aim of this
study is to research the issues surrounding data ownership and identify
both the benefits that can flow from greater data sharing and the
potential operational and strategic problems that may entail.

4.6.2 The project was put out to public tender and in September 2004, ACT
Consultant Services, lead by Roger Tomlinson, were appointed in
undertake the study.  The final report is due in February 2005.

4.6.3 Based on the findings of the research, a policy proposal and
appropriate guidelines will be developed and adopted by the Arts
Councils with the aim to secure their adoption across the arts.

Contact:
Roger Tomlinson : rt.@rogertomlinson.com

4.7 Options Appraisal for Storing and Sharing Audience Research

4.7.1 The Thirst for Knowledge identified the difficulty arts practitioners
encounter in accessing past audience research projects, with the
result that too much time is spent re-inventing the wheel as there is little
opportunity to learn from the work of others and the sharing of best
practice.

5.2.1 In October 2004, Catalyst Arts were appointed to build further on their
findings in The Thirst for Knowledge.  They are in the process of
undertaking an audit of how research material is currently stored and
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made available to practitioners and from their research findings, with
a view to preparing a set of proposals provided a number of options
as to ways forward in making this body of work available across the
arts sector.  The results of this report will be available in April 2005.

Contact:
Beth Aplin / Kieran Cooper, Catalyst Arts : info@catalystarts.com

5 Remaining Work Programme

5.1 Further projects are being planned within the overall work programme
of Audience Data UK are outlined below.

5.1 Data Collection and Benchmarking System

5.3.1 A feasibility study into the creation of a central web-based data
collection point and benchmarking system is to be considered for
development during 2005.

5.4 Training and Skills Development

5.4.1 It is recognised that there is a lack of training on data issues. Unless the
general levels of skills of personnel dealing with audience data is
raised, the findings and recommendations of many of the Audience
Data UK projects will fail to initiate change within the arts infrastructure.

5.4.2 With this in mind, Audience Data UK will undertake a review of training
needs within the sector with a view to commissioning a suite of training
courses.

Cathy Morris
Angela Tillcock

Project Management Team
January 2005
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Appendix 2a
Steering Group Members

Kate Carreno Head of Administration & Gallery Services
Sainsbury Centre for Visual Arts 
:  k.carreno@uea.ac.uk

Phil Cave Director of Audience & Marketing Development
Arts Council England
: Philip.cave@artscouncil.org.uk

Julie Eaglen Development Officer - Audience Development
Arts Council England, West Midlands
: julie.eaglen@artscouncil.org.uk

Mark Hazell Marketing & Publicity Director
Norwich Theatre Royal
: marketing@theatreroyalnorwich.co.uk

Pam Henderson Director
Arts Marketing Association
: pam@a-m-a.co.uk

Lucy Hutton Research Officer
Arts Council England
: Lucy.hutton@artscouncil.org.uk

Roisin Jones Marketing Co-ordinator
Wales Millennium Centre
: roisin.jones@wmc.org.uk

Ann Kellaway Senior Research & Audience Development Officer
The Arts Council of Wales
: ann.kellaway@artswales.org.uk

Shirley Kirk Director
South West Arts Marketing
: shirley.kirk@swam.org.uk

Ros Lamont Chief Executive
The Audience Business
: ros@tab.org.uk

Duncan May Head of Marketing and Development
King’s Theatre, Glasgow
: duncanmay@theambassadors.com

Graeme Stevenson Research & Policy Officer
Arts Council Northern Ireland
: g.stevenson@artscouncil-ni.org

Fiona Sturgeon Head of Audience and Organisational Development
Scottish Arts Council




