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An organisation can only have a clear pricing strategy – whether to charge, what to charge, when,

how and of whom – if there is clear agreement regarding the organisation’s mission, values and core

objectives. This edition of JAM aims to give you enough theory and practical examples to develop an

effective pricing strategy for your own organisation. Do let us know how you get on!

This is the first edition of JAM since the AMA conference, Changing Worlds, held in Glasgow in July

in partnership with the Guardian and Observer, sponsored by Tickets.com and supported by the

Scottish Arts Council. Some of the e-mails we have received are printed below. Diaries from four

conference delegates are on pages 22 and 23. You can download the report for free (if you are an

AMA member!) at www.a-m-a.co.uk, and look at some top pics from the conference itself…

We’re Jammin’ 

Journal of Arts Marketing

JAM

We hope you like Jammin’ too!

Future JAM recipes
• Marketing and Fundraising, January 2003
• Give us your ideas!

If you have an idea for JAM or would like to offer yourself (or someone else!) as a contributor,

please e-mail pam@a-m-a.co.uk

The AMA is undertaking some quantitative research this autumn to find out what you think about the

services and events we provide for your membership subscription. Some events taking place this

autumn include:

• Managing Others: October 2002

A practical workshop that looks at leadership, motivation, delegation and performance.

London (8th), Cardiff (17th), Edinburgh (29th), Birmingham (31st)

• Stairway to Heaven – Building Customer Loyalty: London, 19th November 

It’s the AGM and a day conference rolled into one. What a day!

For details including price and times e-mail julie@a-m-a.co.uk or visit www.a-m-a.co.uk
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We write copy to give people information about

the events and activities that our organisations

offer, and to persuade them to take action.

Unfortunately we don’t always succeed:

What I dislike about some brochures is that it’s

very difficult to get the information out of them.

Midlands Arts Marketing, Live and Direct:

research into contemporary music attendance in

Nottingham (1998)

We’re all well-educated, articulate people, so

why don’t we get our message across? Well, the

problem is that we are well-educated, articulate

people and most people are not. Most of the

copy that we write is incomprehensible to most

people because they can’t read it. Readability is

about whether a piece of text can be read

successfully. There are two sides to this, namely:

do they have the necessary technical skills to

read it; and can they get meaning from it? Quite

often people are able to read bits of what we

write but cannot integrate those bits into a

meaningful whole.

Health professionals, just like us, seek to give

people information and persuade them to take

action. They have been researching how they

can do this better.1 They discovered that much

of the available health education material needs

the reading ability of an average 15 year old.

Unfortunately, the estimated average reading age

of people in the UK is 9 years of age.

Is arts copy any better?
The FOG Index gives you a rough guide to

whether your copy is readable. It was invented by

an American educationalist called Robert

Gunning2 and has been updated since. This is

how it works:

• select a sample of at least 100 words;

• divide the number of words by the number

of complete sentences in your sample to find

out the average number of words per

sentence;

• count the number of words with three or

more syllables – don’t include proper nouns,

verbs with suffixes or portmanteau words

which combine shorter words;

• add the average number of words per

sentence to number of difficult words and

multiply by two;

• now divide the result by five and add five;

• this gives you the reading age needed to

understand your copy.

Here is some copy taken from the Barbican’s

Bite season this summer:

Everyday Uses for Sight

New York performer, puppeteer and miniaturist

Dan Hurlin presents a two-part evening of object

theatre. In what has been described as a ‘love

letter to sight’, Hurlin creates a daisy chain of

incisively poignant, poetic moments generating

a disturbing and complex examination of

something we take for granted everyday.

No. 3: The Home of Bill and Sandy Kelly

intermingles the story of one boy’s voyeuristic

fixation with his neighbours and one man’s

compulsive photographic documentation of the

work of architect Louis Sullivan.

No 7: The Heart of the Andes is a pop-up book

for grown ups. Using boxes which open to reveal

Lilliputian props or miniature-paintings, frames

and artworks suspended and layered, the piece

lovingly explores the tricks and devices employed

to manipulate ways of seeing.

There are 123 words and four sentences. There

is an average of 30.7 words per sentence, and

15 words with three or more syllables. Add the

average words per sentence and the number of

words with three or more syllables (30.7 + 15) to

make 45.7. Multiply 45.7 by 2 to get 91.4 and

divide by 5 to make 18.3. Now add 5. This gives

a reading age of 23.3.

The health professionals set themselves the

goal of a reading age of 12 when they were

making their patient information leaflets more

readable. This piece of copy does not come close.

The Fog Index checks the technical readability of

copy but it doesn’t explore how easy it is to get

meaning from it. There are two other useful tests

that you should use alongside it.

The first is a Cloze Test. It sounds impressive

but simply involves a lot of Tippex and some

guinea pigs from your target group. Take about

250 words of copy and delete the 36th word and

every tenth word after that. Carry on until you

have deleted a total of 20 words. Now give your

copy to your guinea pigs to read. Can they guess

what the blanked-out word is or give another

word that means the same thing? If they can’t fill

in at least 13 out of the 20 blanks then you need

to do some rewriting.

The final test is to read your copy aloud. If you

feel silly or awkward then think again. And my

tips for making copy more readable? Use short

words, short sentences and short paragraphs. ■

Heather Maitland, Consultant, 

e-mail: hmaitland1@aol.com 

OPEN TO PERSUASION

Making ourselves understood

JAM 07 3

OPENING JAM

1 Wilson, Rob, (1997) Ensuring the Readability and Understandability and Efficacy of Patient Information Leaflets. Newcastle: Sowerby
Centre for Health Informatics at Newcastle

2 Gunning, Robert, (1968) The Technique of Clear Writing. New York: McGraw-Hill
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Q: I am the Marketing Manager of a regional theatre that produces and presents main-house work
(capacity: 550). I am new in post and would like to review the organisation’s approach to subscriptions;
the Director says that subscriptions are our life blood, but my analysis shows that we are selling fewer
subscriptions each year, and I think we are probably not getting maximum revenue for what are in
effect our best seats. Who is right?

A: First, remember that theatre directors hate change, but assuming that you are talking about a
fixed subscription, the argument goes about 60/40 in your favour. Here is a quick review of the
pros and cons of fixed subscriptions.

Pros: good financial advance; good capacity base on which to build; fixed subscriptions should
help engender company loyalty and tie in with other support, fundraising and merchandising
schemes; and they help sell shows within the season that you know are going to be a challenge.

Cons: life is changing (think back to the AMA conference or read the report). People are
increasingly reluctant to commit to a fixed subscription; research done by the Hallé highlights
this problem. Single-ticket buyers who are appropriate targets for converting to subscribers find
that a fixed subscription does not fit in with their lifestyle and ‘who cares about saving money?’
Existing fixed subscribers are dwindling through age, new leisure competition or, quite frankly,
boredom. The 20%–30% discount they are given is the other major con. If, typically, around a
third or more of a house is there as part of a discount subscription, just think what that is doing
to your average yield.

Every company is different, so I offer no quick fix. Do research thoroughly. Research at its best
helps pre-empt behaviour not simply record it, and make sure you talk to a healthy proportion of
the audience you want, not just the audience you get.

Offer flexible subscription options. Have a ladder of benefits that fits the range of products with
the greatest benefits for the greatest loyalty – but make sure there is sufficient to tempt new sub-
scribers, and give them the chance to change their mind. Emphasise the freedom of the scheme
and the ability to form a relationship. Show them how to get more out of the company and
performances without having to worry about seeing something they won’t enjoy. Make life easier.
You can always persuade them to see John Major:The Man in Grey with a targeted sales promotion
at a later date.

Finally, please, please remember the people who are every bit an element of the life-blood of
performance companies as the subscribers; single-ticket buyers. Make sure they have a reason to
come back apart from just the performances. Don’t keep all your ‘meet the company’ nights, pre-
concert talks and ‘learn to sing opera’ events for your subscribers. Open up. Listen. Offer choice
and change. And suggest some light reading to your director – the conference report would be a
good start. ■

Andy Ryans, Marketing Director, Hallé,

EDITORIAL JAM

STICKY MOMENTS SPOTLIGHT
ON
SCOTLAND

If you have found yourself in a JAM then write to us and we

will try to come up with a solution!

The Scottish Arts Council (SAC) is emerging from

an extended period of review and consultation with

the imminent publication of a range of strategy

documents. At the time of writing, Crafts and Dance

are already available with Drama, Literature, Music

and Visual Arts soon to follow – marketing and

audience development are frequently referred to in

each document. We’ve also launched a new (draft)

five-year corporate plan, and our first ever strategy

document for Cultural Diversity. We’ll be consulting

widely through the Autumn in order to finalise a

long-term strategic Audience Development Plan

which draws together and prioritises a range of SAC

initiatives in this area, due early in 2003. 

We believe there’s an increasing amount of good

work going on in Scotland – and an even greater

ambition to embed audience development within

many organisations’ decision-making and long-term

planning. Earlier this year we commissioned an

overview of dance attenders in Scotland, and also

launched an 18-month project (research,

mentoring and skills development) for the visual

arts. But Scotland is still low on the resources

needed to achieve a more customer-focused culture

across the board. SAC hopes that providing up-to-

the-minute and customised information on arts

attendance will give marketers a new confidence

and authority in planning for positive change, and

in arguing for the necessary resources from a whole

range of sources (including SAC). Our Audience

Development lottery scheme has distributed over

£1m in project funding so far, and we’re committed

to building on that – and to offering as much

support as we can to marketers on the front line. ■

Ros Lamont, Audience Development Manager,

The Scottish Arts Council 

e-mail: ros.lamont@scottisharts.org.uk
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Approaches to pricing
Arts organisations approach pricing in many
different ways. Some of the possibilities to be
considered are as follows.
Across the programme:
• same price for all events
• different but consistent price structure for

each art form
• different prices for each event, according

to cost and popularity.
Level:
• low prices to enable access by as many

members of the community as possible
• high prices for financial stability
• wide range of prices for the best of both

worlds.
Number of prices:
• same price throughout the theatre
• different prices for different areas of the

theatre.
Price rises:
• rise of 50p on all prices annually
• strategic price increases related to

increases in costs
• a rise that brings the price to a level that

people are used to paying.

Most people see pricing as purely a financial
matter. Their concern is ‘How much do we
need to charge in order to remain solvent?’
Pricing can be much more than this. It can be
a tool to persuade people to buy. Those
responsible for marketing should always be
involved in deciding how much tickets should
cost. There are questions involved that only
someone with a marketing viewpoint will
have the information to answer.

Perceived value
The kinds of prices charged by most arts
organisations are not an important barrier to
attendance for most people. Much more
important is whether they are available to see
the event. In fact, most people seem to decide
that they want to see a particular event, then
check their availability and if they are free,
only then do they see what the ticket price is.

When faced with two similar items, people
usually believe that the one that costs more
must be of better quality. They are willing to
pay what they feel something is worth.
Lowering prices does not usually mean
increased attendances. If something seems
cheap people think that it must be of low
quality. Most promoters would agree that it is
very difficult to get people to come to free
events. People will buy as long as the price is
within their spending capacity. They may well
include the whole cost of going to the theatre
in their decision, taking into account what
they will have to pay to park the car, have a
drink in the interval and book a baby-sitter.

When prices are too high for them to afford,
the item is still regarded as desirable and of
high quality; they just decide not to make the
purchase. It is difficult to tell where this point
is. A London fringe venue raised its prices by
20% with no reduction in attendance
whatsoever. The only way to estimate at what
point potential audiences will decide they
cannot afford an event is to look at your
competition. This consists of all the other ways
that your audience could choose to spend their
leisure time. The potential audience member
will compare your ticket prices to the cost of

INTRODUCING 
PRICING

In an extract from the AMA’s own publication,

The Marketing Manual, Heather Maitland explains 

the key issues around pricing

JAM FEATURE 

Q: Is price simply what the customer 
will pay?
A: The basic rule in pricing is to price your

product or service at the level that your

customers expect to pay for the quality you

are delivering. This does not mean that high

price means high quality. Nor does it mean

that high quality will justify a high price.

Customers generally buy at a certain level

of price and quality that is dictated by the

social and psychological forces around

them. Different segments are attracted by

different price and quality levels. This is

called the price–quality relationship.

Q: What is a pricing objective?
A:  Philip Kotler identifies six different kinds

of pricing objectives, and an organisation 

will select and pursue pricing objectives that 

fit in with the organisation’s overall marketing

objectives. They must fully integrate with 

and support all the other elements of the

marketing mix.

Q: What is a pricing strategy?
A: You choose a pricing strategy that allows

your organisation to achieve its pricing

objectives. Pricing strategies will vary accord-

ing to market situations such as customer

reactions and price competition. For ex-

ample, differential pricing strategies set

different prices for different market segments.

Prestige pricing can confirm a product’s top-

quality status in the minds of some buyers.

Psychological pricing strategies are imm-

ersed in the mind of the customer and what

they think about prices.

Q&A
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going to the cinema, going to other performing
arts events, hiring a video, spending the evening
in the pub and so on, taking into account what
they think each entertainment is worth.

People think of a ticket that has been
discounted from £10 to £5 as more valuable
than a ticket simply priced at £5. You can
therefore use discounts to your advantage.
You could set high prices with the intention
of offering so many discounts that very few
people will pay the top price. Aim the
discounts at particular price-sensitive sections
of the audience.

Offering a choice of prices for each
performance works in much the same way.
The tickets will assume a value relative to the
highest ticket price. Some people will want to
pay the highest price. Others will perceive the
next price down as ‘good value for money’
while yet others will like to ‘save money’ by
choosing the lowest ticket price. It make sense
to charge as much as people are willing to pay.

Most people talk about the time and effort
they need to put into attending an arts event
before they mention how much the ticket costs,
but price does play a role. Price does affect
frequency of attendance and choice. Audiences
say that price does not affect their decision to
attend something that they really want to see. A
price that they perceive as high, however, makes
the risk of going to a new or unfamiliar event
greater. Sometimes potential attenders will
choose a less risky event instead. If they were
offered a cheap ticket, they would be more
willing to try it out as long as they thought the
event was interesting and they were available. ■

This is an edited extract from the chapter on
pricing in The Marketing Manual, ISBN 1-
903315-02-6, written for the AMA by Heather
Maitland. The chapter also explains ticket yields
and how to set ticket prices. To order a copy
telephone Sam’s Books on 01883-345011.

FEATURE JAM

Q: What influences pricing?
A: The 3Cs – costs, competitors and

customers – are integrated and affect

pricing. If there was no competition you

could charge what you want, that is, if

customers really wanted your product or

service. In reality, there is competition that

drives down prices. Meanwhile, you have

costs that must not continuously rise above

the market prices. So cost structures,

competition and customers are all integrated

key factors in setting prices. ■

This is an edited extract from Great Answers

to Tough Marketing Questions by P R Smith

published by the Kogan Press, ISBN 

0-7494-3018-4. Also available on CD ROM

(and online) a complete course on Pricing by

P R Smith and published as part of the

Marketing Essentials series by Multimedia

Marketing.Com.

Q&A

Figure 1

If the potential ticket buyer thinks that the
experience of an evening out seeing your
particular event is worth more than the
price you are charging, then they will buy
a ticket. This customer thinks that the
experience is worth four units and the
price is two units, so the seesaw tips in
your favour.

But they would still have bought a ticket if
the price had been three units.

This customer thinks that the experience
of spending an evening seeing your event
is only worth one unit. The ticket price is
four units, so they will not be buying.

A hefty 50% discount will not persuade
them otherwise. The price will still be two
units and they only think your event is
worth one.

For someone who is convinced that getting
involved with your event is simply not the
thing they like to do, price is not an
incentive. Even if you offered them a free
ticket, they still have all the effort of getting
there, so they are not going to accept. 
A much more effective strategy would be
to persuade them that your event will be
enjoyable, perhaps by adding value
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JAM FEATURE 

Tim Baker has developed a model to help explain the influences on pricing strategy and the

‘levers’ available as part of a comprehensive approach

UNDERSTANDING 
PRICING STRATEGY

Influences on pricing strategy
Pricing strategy is influenced by three main
factors: the organisation’s overall objectives 
in promoting its work; the costs incurred in
doing so; and, most importantly, its customers.

Arts organisations normally have three sets
of objectives, which all have significant
bearing on pricing strategy. Artistic objectives
– the organisation’s raison d ’être – define the
kind of work it promotes. Social objectives
describe who it wants to enjoy that work –
often strongly influenced by its funders.
Financial objectives are often less to do with
profitability and more to do with how much
it will cost the organisation to do its desired
work for its preferred customers.

Organisational costs break down into fixed
costs (or overheads) incurred in the day-to-
day running of an organisation regardless of
the level of activity; and marginal costs,
related directly to the presentation of each
individual performance. In many commercial
contexts, a company also needs to consider
the incremental costs of each additional unit
– or tickets – it sells. What is most important
about this in the arts (as with airline travel,
for example) is that as long as there are empty
seats for a performance, the incremental cost
of selling each one is usually close to zero.

The old-fashioned approach to pricing was
cost-based: you decide what you want to do,
work out how much it will cost and then how
much you need to charge to get that money
back; but this can easily lead to financial ruin.
Instead, the ability and willingness of
customers to pay a given price must be the
ultimate arbiter of the prices that are set.Pricing Strategy Model Diagram

Marginal 
Costs

Fixed 
Costs

Organisational
Costs

Incremental 
Costs

Artistic

Social

Perception  
of Value

Financial

Competition/
Substitutes

Cost of
Attending
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Income

Lifestyle/
Life-stage

Decision Making 
Process

Price
Strategy

Organisational
Objectives

Customers

Price
Levers

Revenue
Management Price

Variables
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Discounting

Product
Variables
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Variables

Concessions
Policy

Process at 
Point of Sale
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Social objectives increasingly affect what
sort of customers an organisation wants to
attract and thus directly influence pricing
strategy. In so doing they can sometimes
create conflicts between objectives: for
example, customers desired for social reasons
sometimes won’t generate the kind of yields
required to meet financial objectives.

From a customer’s perspective it is im-
portant to think about the overall cost of
attending an event, not just the primary costs
of the ticket, programme, interval drink, etc.,
but also the secondary costs associated with
travelling to and from the event and, for
example, child-care. A customer’s ability to
pay these costs is a function of their disposable
income, but attendance at an event is just 
as often influenced by that other crucial
commodity, time. Time budgets, as well as
financial ones, are determined by customers’
lifestyles and life-stages – ask any parent.

Ultimately, what decides whether a cust-
omer will pay a particular price is not how
much it costs, but how much they value it. Price
is normally a secondary consideration – people
don’t go to events simply because they’re cheap,
they decide whether or not they want to go to
something and then whether the cost of
attending that event compares well with the
alternatives. Perceptions of value are influenced
by many factors, not least competition and the
availability of substitutes for the experience
being offered (and nobody should need telling
that this is not just the theatre across the street,
but cinema, music, sport, eating, drinking,
watching TV, etc.). Perceptions of value can be
affected by the price itself – either actual or, as

is often the problem for opera companies,
believed – and the psychology of price (for
example, why charging £9.99 rather than £10
actually does work!). The value attached to a
particular experience is often undermined by
the perceived risk attached to a new or
unfamiliar experience. However, this can be
mediated by other elements of the marketing
mix as well as through price. For example, the
strength of the venue or promoter’s brand;
customers’ commitment to the artistic genre;
and/or their loyalty to the venue, the company
and its performers.

Finally, a customer’s willingness to pay 
a price is affected by the decision-making
process of the people attending and this is
another area in which marketing can take
action, through promotional activity, but 
also, crucially, through the sales skills of box
office staff.

Pricing strategy 
How you respond to these influences in
developing a pricing strategy is about much,
much more than simply what your prices are.
For most arts organisations there are literally
hundreds of variables that can be ‘tweaked’
in order to meet customer needs and organisa-
tional objectives. The core variables, or price
levers, can be categorised in three groups.

Overlaid on the price levers are promotional
discounting tactics, which can be used to
achieve a variety of specific objectives, such as
increasing frequency, improving loyalty and/or
retention, and encouraging trial. Tactics are
well documented, and include standbys, group
discounts, ‘early bird’ discounts, subscriptions

and discount cards as well as supplementing
the offer with added value incentives.

It’s important that concessions policies are
distinct from promotional discounting. They
are used to achieve social objectives, although
as such they can be a key part of an organisa-
tion’s positioning (offering discounts to young
people and not retired people would make a
clear statement about who your organisation is
for). Tactics can be similar to those used for
promotional discounting, but with the specific
objective of facilitating attendance from
particular social groups, for example: people
with disabilities, unwaged people, senior
citizens and young people. (Pricing for people
with disabilities is a separate issue, not least
because of legislation on the subject, for which
there is no room here.)

Revenue management is about balancing
available capacity at each price level against
differing levels of demand for each product
variable. There are two fundamental approaches
to this. The static approach involves setting
capacities according to information obtained
relating to the patterns of demand for each
product variable before the event goes on sale.The
dynamic approach would also use this same
information as a starting point for pricing an
auditorium, but would continue to adjust
availability of each product variable according
to demand once an event was on sale. Whether
you use a static or dynamic approach, you can
also set quotas for any of the discounts or
concessions you are using, in the same way that
airline and rail operators do.

Finally, and often neglected, is managing
the process at the point of sale. In particular,

JAM 07 9

Pricing Variables What the prices are, the number of prices available and range from top to bottom, the relationship between different

prices and reflection of natural price thresholds.

Venue/Auditorium Pricing variables should reflect the particular attributes of different parts of an auditorium and, in harness with a 

Variables revenue management strategy (see below), the capacities available in each area and at each price.

Product Variables Price and venue variables can all also be adjusted according to the artistic product itself as well as the day of week, 

time/type of show (evening, matinée, preview, etc.) and number of performances or opening hours.

228118 Jam Newsletter 7OCT 2002  9/10/02  11:44 am  Page 9



10 JAM 07

Case studies and research undertaken since the

1980s have shown that price is not the most

significant barrier to attendance at the arts and

suggested that there was scope for price

increases. However, through a painstaking re-

search process, WNO found that for current

opera-goers, a decrease in price could encourage

more attendances and actually increase revenue.

The sky was the limit – or so it seemed – for

opera ticket prices in the mid-to late 1980s and

during that period WNO was agreeing strategic

price increases at double the inflation rate.

However, by the 1990s, WNO was experiencing

a sustained drop in audiences for its touring

weeks in Southampton and initial research

showed that this was because opera attenders

were lapsing or attending less frequently and that

price was the most frequent reason given. In

follow-up research using focus groups, price was

mentioned spontaneously within a minute of the

first group starting and referred to over and over

again. Another common theme was that the

perceived risk was too great for the money

demanded. Attenders’ response was to go less

often, to minimise the risk by making safe

choices, or to stop going altogether.

Having identified that price was a significant

issue, WNO commissioned conjoint research

based on the methodology developed for the Arts

Council of Great Britain by the Decision

Modelling Consultancy and published in the

Pricing Research Manual1. This complex research

approach is able to calculate precise demand

elasticity curves and identify critical price

thresholds for particular repertoire in specific

parts of an auditorium, demonstrating how a

change in price would affect demand. 

The research found that price did drive

attendance for a significant proportion of the

audience and confirmed the findings of the

preliminary research. It also found that price

thresholds – the main ones being at £20, £30

and £40 – applied to opera as they did

elsewhere and that the £50 threshold would be

a major barrier. Customers were willing to make

only limited compromises on seating areas if

prices became too expensive and almost half

would take a chance with unfamiliar repertoire

if prices were lower. Opera pricing in the regions

was found to be on a knife-edge. Prices had

reached a level where further increases would

both create negative feeling and reduce

attendance and income. Furthermore the

analysis suggested that price reductions could

generate increased attendance and income, as

long as the reductions were well promoted.

In response to the research findings, WNO piloted

a reduced price policy in Southampton. From the

autumn of 1998 prices were reduced on over

1,600 seats. Top prices were reduced by £10 to

£34.50 and a new £5 bottom price was introduced

– 47% lower than previously. The overall result was

WELSH NATIONAL OPERA:
PRICING DOWN FOR
REVENUE GROWTH

Peter Bellingham explains how a new pricing

strategy at WNO resulted in more attendances

and increased revenue.

JAM CASE STUDY 1

The sky was the limit – or so it seemed – for

opera ticket prices in the mid-to late 1980s 

making sure that box office staff are not just
reactive order takers, but active sales people
always seeking to encourage customers to
buy the best possible seats.

Conclusion
So how do you decide which is the right
pricing strategy for you? Researching price
is complex and can be expensive. For small
organisations, as long as all of these issues
are taken into consideration and careful
monitoring undertaken, a ‘suck it and see’
approach is probably best. However, even for
mid-scale organisations it is worth investing
in developing a price strategy because even a
small improvement in ticket yield can
represent a very significant improvement in
revenue. ■

Tim Baker is an independent consultant
who has researched and developed pricing
strategies for clients as diverse as Edinburgh
International Festival, Oxford Playhouse,
City of Birmingham Symphony Orchestra
and the New Wolsey in Ipswich.
e-mail: tim@timbakerassociates.com

1 AIM/Decision Modelling Consultancy (1995) Pricing Research Manual. ACGB
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a reduction in average ticket price of 14%.

Figure 1 shows the change in prices between

1995 and 2002 and the resulting change in net

yield (net income per ticket sold). What is interest-

ing about this chart is that the yield has not fallen

at the same rate as the average price. As part of

the new strategy, WNO did reduce the number of

discounted tickets it offered but it also suggests

that, with prices lower overall, customers were

choosing more expensive seats. 

Figure 2 shows the change in average income

and ticket sales. During the four years since the

change in prices, the average number of tickets

sold increased by 10% on the average for the

three preceding years: more than enough to over-

come the impact of the reduced average price,

with average net income for each performance

increased by 5%.

It is thought that the increase in attendance and

revenue has been a result of increased frequency

of attendance by existing opera-goers and

reactivation of lapsed attenders, rather than

encouraging new attenders. Although the new

pricing strategy has worked, it has become clear

that other elements need to be in place: not least,

repertoire still plays a part, and you have to keep

telling people that prices have been reduced. ■

Based on a presentation given by Peter

Bellingham, now Executive Director of WNO, at

Tickets.com conference, June 2000.

Peter Bellingham, Executive Director of WNO

e-mail: peter.bellingham@wno.org.uk

JAM CASE STUDY 1

Opera pricing in the regions was found to be on a

knife-edge. Prices had reached a level where

further increases would create negative feeling

Figure 1 Figure 2
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The director of our theatre, John Ashford, travels a lot by plane around

Europe to see dance performances. He organises his own travel, and is, in

my view, a little nerdishly intrigued by the process of hunting down the

cheapest prices offered by budget airlines. I happen to travel a fair bit by

train around Britain. I’m not as prone to nerdish intrigue myself, but this

much I do know: if I can book a good while in advance and specify exactly

when I want to travel, my fare is likely to be cheaper. You may have already

worked out why I’m telling you this, but hold on for a moment, while I give

you some context about where I work. 

The Place is a centre for contemporary dance in the middle of London. After

fifteen months closed for refurbishment, we reopened our theatre last

October. It’s a 300-seat space, and we programme around 150 performances

a year. The work is, in broad terms, new or innovative dance – in the past

year we have ranged from well-established companies of international repute

(Wim Vandekeybus, Forced Entertainment) to Resolution! – our annual

platform season for brand new companies.

Our audience is mostly youngish adult, and includes lots of students and

dance professionals, many of whom have low incomes. In the past we have

always had single-price houses (or rather two prices: full price and a con-

cession) which would vary; the more established the performers, the higher

the price. At the time of our closing, these prices ranged from £8 to £12. The

single-priced houses landed us with the elegant but frustrating pricing

paradox: research told us that those who bought tickets would have paid more

for them, but other people would have bought tickets if prices were lower.

Introducing price differentials, making some tickets cheaper and some

more expensive, was the obvious solution. We couldn’t, however, apply

these differentials based on where you sit – for one thing our seats have

always been unreserved, a tradition that both our audiences and our front-

of-house staff were keen to preserve. 

As we are a studio theatre, your experience doesn’t vary that much

depending on where you sit. Insofar as it does, I would not want to be the

one who decides which experience is better. You’re closest to the action in

our front row, but you may find yourself in perilous proximity to sweat, saliva

and occasionally other fluids. Rather like the front of a stand-up comedy gig,

it is an exciting and adrenaline-filled place which attracts the courageous

and foolhardy almost as much as it scares the rest of us.

But anyway: back to our travellers’ tales. It didn’t take John too many

Ryanair flights to realise that here were unreserved seats being sold at a

variety of prices, and paying more didn’t imply that you would get a

premium experience or that you’d been adjudged likely to have more

TRAINS, PLANES AND THE PLACE

Tim Woods explains how The Place applied travel industry pricing practices

in a studio theatre

JAM CASE STUDY 2

The single-priced houses landed us with the elegant but frustrating pricing

paradox: research told us that those who bought tickets would have paid more

for them, but other people would have bought tickets if prices were lower

Prices for all performances at The Place’s Robin Howard Dance Theatre

Ticket Price Advance booking req Exchangeable Refundable

APEX £5 7 days No No

ADVANCE £10 24 hrs No No

STANDARD £12 No Yes No

SUPER £15 No Yes Yes

Table 1
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money. Rather, it was the penalty you paid for not booking far enough in

advance or wanting to be flexible in your plans. Train operators and budget

airlines sell allocations of their tickets at various prices so as to maximise

revenue by selling all their seats. While low headline prices are used to

entice bookers, there tend to be more conditions attached to the cheaper

tickets, and more are available on less popular trains and flights.

Their pricing model could be the solution to our differentials dilemma, plus

we could aim this single stone at two more birds which bugged us. First, our

attenders are notoriously late-booking: around half of our sales happen on

the day of the performance. Second, different prices for different events make

us uneasy – it implies that we value these events differently. We’d prefer if

the decision of how much a particular performance is worth was left to the

individual customer. 

To coincide with our reopening, we introduced a new pricing system

which applied to all performances (Table 1). There are four prices with

different booking conditions attached. Apologies for appropriating their

names from my rail tickets – we hoped that this would give our customers

some point of reference while in no way aligning our level of service with

that of the rail companies.

For every performance, at least 20 tickets would be available at each

price. The rest could be allocated between each price as we chose, the

event’s cash capacity adjusting accordingly. Offering ticket exchange and

refunds on the more expensive tickets is a bit of a red herring – very few

people make use of them – but they help answer the question of ‘what more

do I get?’ The good thing about these prices is that they would be available

to all – there would be no need for concessions.

Or rather, less need. Concessions, as we all know, are arbitrary, vaguely

patronising, peculiar to our industry and only crudely approximate those on

lower incomes. They are also deeply entrenched in the ticket-buying culture

of students, senior citizens and other traditional concession groups. So we

introduced a fifth price band, ‘advance concessions’ at £7. Again, there

would be a limited allocation of at least 20 tickets, and like advance tickets

they must be booked before the day of the performance. They would be

exclusively available to the usual concession groups, but of course, these

JAM CASE STUDY 2

Train operators and budget airlines sell allocations of their tickets at

various prices so as to maximise revenue by selling all their seats.
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groups could get an even better deal with the available-to-all apex ticket.

We’ve had a complete year’s programme at these prices, and our average

ticket yield is significantly up (by 14%, since you ask). Audiences are well

up too – no more the pricing paradox. We forecast that we can keep the yield

rising at a similar rate without increasing any of our individual prices for at

least another 12 months. Playing around with the allocation of tickets in each

price band has given us sold-out houses yielding as little as £6.48 and as

much as £10.88, while having the same headline prices for both events.

We even got our hoped-for increase in advance sales, but only just. We

sold 52% of tickets before the day of the performance in 1999/2000. In the

past year that number has rocketed up to 55%. Oh well. I could incentivise

this more by fiddling with prices and booking deadlines, but for the time

being, if our customers want to pay more and commit later I say ‘let them’,

the crazy, impulsive, extravagant fools. In a recent survey, 87% of ticket

buyers rated our value for money either ‘good’ or ‘very good’.

Here’s the statistic that pleases me the most: for the year before our

closing, only 44% of our tickets were sold at full price; for the past 12

months that figure has gone up to 69%. The make-up of our audience is

broadly the same, but we’re no longer saying to over half of them that their

circumstances require special treatment. We’re fighting the fight to take

ticket prices out of their brackets. ■

Tim Wood, Press & Marketing Manager, The Place

e-mail: tim.wood@theplace.org.uk

JAM CASE STUDY 2
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It’s been a busy year for the MSIM. Free entry

came into effect on 1 December 2001, and visitor

numbers have risen by 60%. A programme of pop-

ular exhibitions has led to an increase in income

and continues to bring in unprecedented numbers

of visitors, despite the fact that there is still a charge

for such exhibitions. Increased visitors bring add-

itional challenges. However, in monitoring and

making sense of changing visitor patterns there

have been some unexpected outcomes.

Research indicated that there was still a demand

for special exhibitions despite the museum going

free, and that there was a need to develop an

alternative to the existing season ticket scheme. A

special exhibitions pass was introduced allowing

families and adults unlimited access to the

museum’s exhibitions for a year, and a family day

ticket was also conceived. Additional marketing

material to promote these products and staff

training to up-sell and manage ticket sales 

was introduced. It was also decided to continue to

ticket ‘free’ visitors in order to gain a feel for visit-

or numbers and those who trade-up to visit 

an exhibition.  

Visitor patterns
As might be expected, visitor figures have risen

sharply with a 60% increase since December.

Overall, casual visitors (those dropping in for

brief periods) have increased by 110%. The

number of people opting to trade-up to a special

exhibition has been as much as a third higher

than expected in certain instances. Spend per

visitor has increased by up to 9% in the shop and

up to 20% in the restaurant. 

MSIM undertakes detailed market research

every two years and during key exhibitions. The

forthcoming two-year project will ask detailed

questions about free entry and will look at long-

term visitor patterns, but research recently con-

ducted for ‘Dinosaurs’ (February–June) has

highlighted some interesting findings: 71% of

visitors are from Greater Manchester and the

north west, and 92% are families with children.

This compares to a previous figure of 72%, but the

popularity of ‘Dinosaurs’ in this instance is a key

factor. The number of visitors from ethnic groups

has risen from 3.5% to 7%. Figures suggest that

‘Dinosaurs’ has attracted new audiences, but that

there is also an increase in the number of repeat

visits; 42% of people came for the very first time,

but 58% have visited three times or more. 

Customer feedback and comments on site

suggest that there has been a marked reduction

in complaints and an increase in compliments!

Over 90% of visitors feel that the museum offers

good or excellent value for money and that the

museum overall is good or very good. The duration

of a visit has also altered. The complexities of the

museum’s large site meant that people previously

chose to stay for up to four hours or more. Now

they appear to be visiting several galleries or a

building at a time and returning more often,

perhaps combining it with a shopping trip. 

Day-to-day operations
The increase in visitors has brought its challenges.

Minor accidents have gone up and incidences of

shoplifting, though still rare, have risen from one

or two a year to one or two a month. Additional staff

training in relation to health and safety, security

and admission policy has been put in place. 

Additional resources were allocated to main-

tenance prior to free entry, and cleaning budgets

have doubled in the last two years. Nevertheless,

unforeseen wear and tear of handles, hinges, the

corners of walls and cobbles on a heavily used car

park have been some of the more unexpected

casualities! Exhibits have also been put through

their paces with ‘Xperiment’, a new hands-on

science gallery welcoming over 1,000 school

children on its first day of opening. 

The future
It’s been an excellent year for both the museum

and Manchester. The museum’s profile is higher

than ever; 94% of visitors were aware of MSIM

before making their recent visit to ‘Dinosaurs’.

There has been an increase in both corporate

hospitality and education enquiries and bookings.

The number of general enquiries has also in-

creased and recently advertised posts have elicited

a greater response than usual. 

The ongoing development of the museum’s

new galleries, exhibitions and public pro-

gramming activity will undoubtedly bring new

and repeat audiences, although this does have

to be tempered with careful planning in terms of

maintenance. Government subsidies for visitors

may not be sufficient to cover these costs in the

long term and museums must plan for this. ■

Alison Gilbody, Marketing and Development

Manager, MSIM,  e-mail: a.gilbody@msim.org.uk

JAM CASE STUDY 3

FREE ENTRY, FREE FOR ALL 
– A MANCHESTER PERSPECTIVE!

Alison Gilbody considers the impact of free entry at the Museum of Science

and Industry (MSIM)

The number of visitors

from ethnic groups has

risen from 3.5% to 7%
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Today’s arts marketers face a growing dilemma.
As costs rise and attracting contributed income
becomes more of a challenge, they must raise
ticket prices. But as marketers try to expand
their audiences and maintain satisfaction
among current attenders, they fear that price
increases will act as a barrier to their success.
So, arts marketers ask, How important is price?
And for whom is price important?

For the purpose of analysing the impact of
price among non-attenders, P Walshe drew a

distinction between the non-intenders, those
for whom pricing is not an issue since they 
do not intend to purchase a ticket for other
reasons, and the intender-rejectors, those who
would like to attend but become alienated 
as a result of pricing policy. He developed 
the following decision-making model for
performing arts attendance:

This analysis demonstrates that for the vast
majority of people, rejection has set in before
price becomes a consideration, since for these

people there is probably an irreversible barrier:
lack of interest. Therefore, one can conclude
that there is little point in trying to use major
price cuts to access the mass market; price
cutting will not generate full houses. A second
conclusion can be drawn: pricing strategies
should be based only on intenders – those who
express an interest in attending a given, very
specific event (and not an event type).

Choosing pricing strategies
Arts managers may employ a broad variety 
of pricing strategies when planning their
programmes and targeting specific audience
segments. Here we will examine competition-
orientated pricing; discriminatory pricing
options; and yield management, a technique for
monitoring the efficiency of the organisation’s
pricing policy. Different strategies may be
emphasised at different times, depending on the
organisation’s goals, needs and opportunities.

Competition-orientated pricing
An organisation may choose to set its prices
chiefly on the basis of what its competitors are
charging, rather than on the basis of its own
cost or demand. It may charge the same as the
competition, a higher price, or a lower price.
Most often, an organisation will try to keep its
prices at the average levels charged by its own
industry group. A presenting organisation is
likely to account for the cost of engaging the
artist or performing company in its pricing of
their performances. This is called going-rate or
imitative pricing, and is popular for several
reasons. Where costs are difficult to recover, it
is felt that the going rate represents the

FEATURE JAM

PRICING THE PERFORMANCES FOR
COST AND VALUE

Philip Kotler and Joanne Scheff describe some of the pricing strategies available to 

performing arts organisations

Intenders
Non-intenders
(Vast majority 
of population)

Alienateds
(Tiny minority 
of population)

Rejectors
(Vast majority 
of population)

Am I interested in this art form (e.g. theatre or opera)?

Do I want to attend this specific event?

What is the price?

Is the value equal to or greater than the price?

Attenders
(Minority 
of population)

Yes No

Yes No

Yes No
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collective wisdom of the industry concerning
the price that would yield a fair return and
elicit reasonable demand. Also, due to extensive
competition from the many substitute forms of
entertainment, it is felt that conforming to a
going price would be least disruptive of
industry harmony. Another reason imitative
pricing is attractive is the unpredictability of
buyers’ and competitors’ reactions to price
differentials. The more homogeneous the
product, the more likely it is that going-rate
pricing will be employed. Daring to charge
more than the going rate would attract
virtually no customers, and deciding to charge
less is unnecessary.

The more differentiation there is between the
arts offerings, the more latitude organisations
have in their pricing decision. Product differ-
ences serve to desensitise the buyer to existing
pricing differentials. An organisation may
position itself distinctly from other similar
organisations based on such factors as quality,
size, reputation, and location.

Discriminatory pricing
With customer segment pricing, different
customer groups are charged different prices
to acknowledge differences in their will-
ingness or ability to pay. For example, a
theatre may offer half-price tickets to senior
citizens for Wednesday matinées, stimulating
demand for a performance time inconvenient
for most other patrons.

Group sales are another form of customer
segment pricing, as discounts are given to
customer groups purchasing a block of tickets
for a single performance. Gift certificates and

gift subscriptions may also be offered at a
special price to encourage current patrons to
draw in friends and family.

Product-form pricing
In product-form pricing different versions of
the product are priced differently. Thus, a ticket
to hear Itzhak Perlman play a violin concerto
will be more costly than a ticket to hear younger
virtuosos such as Midori or Sarah Chang. A
concert by a full orchestra and soloist is priced
higher than a piano recital. A theatre may
charge more for a full-scale musical production
than for a two-actor drama, although all prod-
uctions in a subscription series are usually
identically priced.

Image pricing
Organisations can capitalise on image diff-
erences in pricing their products. Patrons will
pay a higher price for a particular play at an
established, well-respected theatre than for the
same play at a new, start-up company, even if
the production values are equivalent. Similarly,
patrons will pay a significant premium to attend
opening night because of its glamorous, excit-
ing image. When a theatre extends the run of a
popular play, it may raise its prices because the
production has gained the imprimateur of
quality and broad acceptance.

Location and time pricing
Different seat locations and days of perform-
ance are priced differently, even though the
cost of offering each seat is the same. Thus
patrons will generally pay a steep premium for
best seats, and higher prices are charged for 

the more desirable weekend performances.
Because patrons who buy high-priced seats are
relatively price inelastic, arts marketers often
increase the price of their most costly seats by
a much greater percentage than that of the
lower-priced seats.

Pricing according to time factors can depend
upon the time of purchase as well as the time 
of the performance. For example, an organis-
ation might offer an ‘early bird’ discount on a
subscription to those who subscribe before a
certain date. Such a discount can have a bene-
ficial impact on the organisation’s cash flow and
provide valuable clues as to how many people
will resubscribe.The marketing director can then
get a head start on developing plans for laggards.

For single tickets, discounts are generally
offered according to level of demand. In cases 
of weak advance demand, two-for-the-price-
of-one tickets may be offered seven to ten days
before a performance.This strategy is common-
ly used for one-time or short-run events. For
ongoing productions, discounts are usually
offered the day of or two hours before the
performance. Some cities, like London, New
York and Chicago have ticket booths where
half-price tickets to a variety of theatres can be
purchased on the day of the performance.

Conditions for price discrimination
If price discrimination is to work, certain
conditions must exist. First, the market must
be segmentable, and the segments must show
different intensities of demand, such as
greater demand by senior citizens for week-
day matinees. Second, members of the lower
price segment must not be able to resell the

JAM FEATURE
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product to the higher price segment. So, for
example, a deeply discounted student ticket
must be clearly identifiable as such. Third,
the cost of segmenting and policing the
market must not exceed the extra revenue
derived from price discrimination. Fourth,
the practice must not breed customer resent-
ment and ill will, meaning that customer
segments not eligible for a particular price
advantage should not feel discriminated
against. Fifth, of course, the particular form
of price discrimination should not be illegal.

Yield management
Yield management is a method that helps
marketers decide what prices to charge for
different pricing options. For example, man-
agers may want to determine the optimum price
to charge for different seating locations in the
hall – a process known as ‘scaling the house’.
Managers must first study how many seats have
sold in each price category. If the higher-priced
seats are selling out and many of the lower-
priced seats are empty, management should add
some seating rows in the higher-priced category,
if this is feasible given the physical layout of the
theatre. Another alternative is to raise the price
of the higher-priced seats. If the situation is
reversed and many of the higher-priced seats are
left empty while lower-priced seats are
consistently filled, management may choose to
decrease the number of higher-priced seats
offered. Managers may evaluate the efficiency
of a pricing system by computing the yield ratio,
in which the denominator consists of the sum
total of available seats at each price level
multiplied by their prices. The numerator con-

sists of the sum or the number of seats sold
multiplied by their prices. Assume that a theatre
with 400 seats offers 150 seats at $30 and 250
seats at $23. If the theatre sells all of its $30 seats
and 200 of its $23 seats, the efficiency ratio is
89%. If the theatre sells 100 of its $30 seats and
all 250 of the $23 seats, the efficiency ratio is
85%. If 25 more people would have been willing
to purchase $23 tickets, making those seats
available would raise the efficiency ratio to 93%.

In the arts, as well as in many other indus-
tries, price is considered by consumers to be a
strong indicator of quality. Pricing strategists
must carefully match their prices with their
product quality, or they may have to answer
to many dissatisfied patrons. It is also
important to remember that price is just one
variable in the marketing mix; all the variables
must be considered jointly to develop one
coherent marketing strategy for each target
segment. Also, the organisation must
recognise that it exists in a constantly
changing environment. Pricing strategies
must be regularly revised 
in light of the organisation’s current and
potential marketing, its competition, and its
funding sources. ■

This is an edited extract from Standing Room
Only by Philip Kotler and Joanne Scheff, published
by the HBS Press, ISBN 0-87584-737-4. This
extract is published with the kind permission of
Harvard Business School Publishing. To order the
book contact Sam’s Books on 01883-345011.

FEATURE JAM
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I’m bored.  Bored with reading this column. And

I’m bored with you. Bored with you if you say 

things like, ‘My Artistic Director doesn’t understand

me.’ ‘I am not involved in programming decisions.’

‘The Chief Executive doesn’t discuss pricing

decisions with me.’

Have you whinged on about any of the above?

Do you lurk in corners at conferences, year after

year, whispering conspiratorially about the latest

decision you haven’t been involved in? If you’ve

done this at great length over a glass of cheap

warm Chardonnay at an AMA conference, then

it’s you, yes YOU, that gets my goat.

Don’t whine on and on. Do something. Jam

your foot in the Chief Executive’s door. Force your

voice to be heard. You are (hopefully) a bright,

creative, intelligent adult – you should be able to

do it. It’s no good just mooching about. Moaning

will change nothing, and if I catch you, I’ll punch

your fucking lights out. 

I do my job because I love theatre. I love, on

the whole, the people who create it, and I love

the buzz you get when a show you care about

passionately gets an audience and it’s the right

audience. Why do you do it? If you can’t involve

yourself with the artistic life of your organisation,

if you can’t make your boss realise the

importance of a marketing voice in pricing

discussions, get another job. Buy the Guardian

on a Monday. Check out the AMA website.

If you have failed to get in touch with your

Artistic Director in a previous job too, read the

writing on the wall. Perhaps you just aren’t cut

out for a job in the arts or a job in marketing for

that matter. Get thee to the Job Centre.  Asda

pays quite well these days. The Inland Revenue

is crying out for people.

In my last job (I was the Marketing Director 

of the Mercury Theatre in Colchester – a 500-

seat producing theatre), I programmed all the

visiting work. 

Why? Initially, I came up with suggestions for

touring work we could take in. I loved plays and

put forward ideas for things we could produce or

co-produce. I must be one of the only people

working in the arts who knows the names of all

the Teletubbies and the operas of Janacek; loves

Harry Hill and Ken Dodd; knows all the hits of

Helen Shapiro and Madonna. Overall, my bit of

the programme was wide ranging, and came in

on budget – market knowledge and artistic

decisions went hand in hand to make the venue

more money. 

It is possible to get involved, be heard, have an

influence, but it’s down to you. No one will give

it to you on a plate.

So having upset half of JAM ’s readers, I’ll move

on and upset loads more of you.

Are you are the kind of person who is more

interested in your latest pie chart than a new play

or exhibition? Do you get more excited by

postcode analysis than the work on your stage or

in your gallery? 

If you answered yes to either of the above

questions, I suggest you piss off out of the arts –

go sell something else, you’ll probably earn a lot

more doing it too. Research, analysis and proper

planning all have their place, but that shouldn’t

be the reason that you put up with crap wages,

shitty offices and no pension plan.

Are these the ramblings of an arts marketing

geriatric? – at the age of 34 I should get an OAP

concession on my AMA membership. Should I

just calm down and/or fuck off and get a life? Let

me know. And if any of you, without the aid of

reference books or the Internet, can name the

Teletubbies and all the operas Janacek wrote, list

all Madge and Helen’s hits, and have been to

Ken and Harry gigs (proof of purchase required),

I’ll buy you a glass of wine. Promise it won’t be

warm, and it definitely won’t be Chardonnay. ■

Philip Bray is General Manager of NITRO, the

only touring Black Music Theatre company in

Britain. e-mail: philip@nitro.co.uk

Please note: NITRO screens all e-mails for whing-

eing and uses the latest moan protection software.

WHAT GETS MY GOAT!

Philip Bray lets off steam …

JAM TALKBACK

I must be one of the

only people working in

the arts who knows the

names of all the

Teletubbies and the

operas of Janacek;

loves Harry Hill and

Ken Dodd; knows all

the hits of Helen

Shapiro and Madonna
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The start of a working day in central London is

often somewhat unpredictable, depending on

the mode of transport. There seems to be no

rhyme or reason on London’s roads, and my bus

journey can be 35 minutes or over an hour.

However, the quickest way and the most reliable

is to use my bicycle: 15 minutes door to door,

secure garage for the bike, ironing board and

more importantly shower when I arrive.

I am now able to come and sit at a desk by a

window, which is very pleasant after having spent

about ten years in a small cramped box office

with very little natural light. The reason for the

change is that I have recently moved jobs from

Box Office Manager to Marketing Manager: for

me a very natural move. I had built up ten years-

worth of knowledge about the Wigmore Hall

audiences, what they like, what they don’t like,

how and when they book and so on. Admittedly

I did have the sad nickname of ‘Statto’ from one

of my old box office colleagues for comments

such as ‘do you realise that song recital

attendances were up 2.5% last month?’ and

other such fascinating titbits! 

Back to a typical day though. Once you have a

large mug of coffee in your hands, the day seems

to come into focus and you can remember what

the various pieces of paper strewn across the

desk are about. If it is a Monday, then it is

concert account day, preparing the previous

week’s worth of concerts so that the finance

people can sort them out. Removing old

reservations, making sure that artists and agents

received the correct number of complimentary

tickets, preparing invoices for additional tickets,

and working out which seats were used by staff

and press. Wigmore Hall has nine different

concerts each week so this job has the potential

to take up quite a chunk of time, sometimes

most of the day. Other regular tasks include

putting concerts on the computer and preparing

them for sale, sorting out complimentary tickets

for artists and agents and sending out lists to our

regular members of the press then reserving

their tickets when they reply. You then come to

the dear old rota, trying to juggle everybody’s

availability so that all shifts are covered. No

wonder I lost so much hair while in that job! (I

must remember to keep an eye on the follicles of

my successor!)

‘I specifically asked for seat K4 and you have

given me J2. I want a refund and I am cancelling

my Friends membership!’ Luckily the majority of

our customers are satisfied with the service they

receive, but you always have a few who feel that

they have not received the service they expected.

These problems all need to be treated on an

individual basis, and even though you want to

say ‘for goodness sake get a life’, you reply in a

way that shows that you do care. The fact they

did not get their seat is that one of the other

1,500 Friends got there first rather than that you

have a personal vendetta against them!

Other problems that need to be sorted include

double bookings (not too often, thank goodness)

and credit card problems, cards not charged and

cards charged twice. In theory neither of these

should happen with computer systems, but they

certainly do.

Now that I have moved into Marketing, I like to

make sure that people in the box office know why

they need to gather certain information. For

example, when assessing our regular advert-

isements in the broadsheet newspapers a couple

of months ago, I was able to show how vital it is to

get an indication of how many people hear about

a concert through the different places that we

advertise in. Then of course you have the delights

of the Data Protection Act. Every venue seems to

have a slightly different approach to this, but

rather than having messages on a welcoming

announcement, we choose to ask each customer

the relevant questions. From my experience most

say that it is fine for us to send them things, and

again I am able to tell the staff why it is important

and how I am using the information.

Then the cry goes up ‘what is this strange

message on my screen?’ If you are lucky, just

shutting down the workstation and restarting will

fix it, otherwise it could be reseting the server, or

the dreaded ‘everybody log out!’ It is then time to

revert to pen and paper and trying to use the grey

matter to remember what availability is like for

the various events.

The end of the day fast approaching, the

prospect of a pint or two at Pontefract Castle along

the road is very appealing except not so for those

on the late shift. ‘Sorry guys, but we are off!’ ■

Peter Black, Marketing Manager, Wigmore Hall

e-mail: bvskvnks;vnv.nvnvlsvn

If you would like to share a day of your life with

JAM readers please e-mail julie@a-m-a.co.uk

A DAY IN THE LIFE JAM

JAM spends a day with Peter Black from the

Wigmore Hall
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I heard about the AMA conference through Eastern

Touring Agency (ETA) who then arranged and

funded my conference place. I thoroughly enjoyed

the conference although I would have liked there to

have been more ‘how to’, hands-on seminars.

Perhaps something along the lines of the ones that

I really loved such as the Synergies Game, and the

Round Table on the Saturday morning. Perhaps a

quieter signal at the changeover for next time would

be a good idea. For those who didn’t make it to that

one – they used an air horn and people were

jumping out of their seats!

There are particular seminars and speeches that

I found particularly inspiring and I took away from

the conference lots of valuable and usable in-

formation. Great Groups with Mel Jennings was

one of my favourites. It was useful to find out how

to get the best out of groups in meetings and it

would have been great if the group was smaller as

it should have been, allowing Mel to do some more

of the hands-on exercises that she had planned.

I thought that Troy Cooper’s seminar, Negotiating

Resistance, was excellent and I would have liked

it to have been at least an hour longer. To learn

about how communication happens between

people and how we are not aware of the ways that

what we are doing affects other people was an

invaluable lesson and it made me think about my

own good and bad communication skills. 

The friendly atmosphere and quality of the venue

enhanced my conference experience. The event

at The Arches was a lot of fun and I met some

really great people, but I still would have liked to

have met more and think that smaller group

exercises during the conference would allow for an

interface between people to happen. ■

Omar Paloma, idance foundation, 

e-mail: omar.paloma@idancefoundation.com

If first impressions count for anything, Glasgow

is incredible. Beautiful, cosmopolitan, bustling.

To show my age, Glasgow looks cool. At the

Concert Hall, after the initial humiliation of

having our police photo-fits taken for display on

some kind of marketing dating agency stall, we

went off with some trepidation to face the

Synergies Game. It was brilliant. I’d imagine that

the main aim of the game was to loosen us all up,

but the ideas and partnerships forthcoming had

my mind buzzing with ideas for things to do in

my new role at York Museums.

Over the two days there were around six or

seven keynote speeches, all of which were quite

interesting and surprisingly reassuring – it’s always

good to hear people reaffirm something that 

you have been thinking. There was a lot discussed

about new media, changing population statistics

and how people use and perceive the arts.

Audience development was a theme picked on

by a number of speakers and the one that

stimulated the biggest reaction in the coffee

sessions. I agreed with Heather Maitland and

Anne Roberts who talked about the emphasis on

making everything so inclusive nowadays. 

There were loads of opportunities to get together

with other delegates during the day, and

Tickets.com, the Guardian and National Galleries

of Scotland all took it in turn to host evening events

to give us tourists a chance to booze till the early

hours. Day two ended with the best opportunity to

network of the conference. Held at the CCA, it was

a little like an end-of-term bash, with time to

discuss all about the conference and catch up

with people I hadn't seen since registration.

When I applied for the bursary I said that I'd

wanted to use this opportunity to meet other

people at the same professional level as me. What

I've taken away is a great deal more ... Cliquey?

No. Motivating? Yes. Next year? Definitely! ■

Ben Blackwell, Northern Ballet Theatre, 

e-mail: b.blackwell@yaf.org.uk

CHANGING WORLDS –
AMA CONFERENCE JULY 2002

This year’s conference, held in partnership with the Guardian and Observer,

sponsored by Tickets.com and supported by the Scottish Arts Council, took

place in Glasgow. Four first-timers tell us what they thought!

JAM FEATURE

‘I got a lot out of

the conference, met

some brilliant people,

learnt some great tips

and got some real food

for thought.’ Sarah

McPhail, Live Theatre

‘I had a really great

time and everyone kept

saying how much they

enjoyed this year’s

conference even more

than the previous

ones.’ Caroline

Griffin, Stratford East
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I attended the AMA conference, as a rep-

resentative of sampad, a key South Asian arts

organisation based in Birmingham, and for my

own professional development. sampad attended

the AMA’s conference to know if it could benefit

from joining such an organisation.

I was under the impression that special efforts

would be made to welcome potential new

customers but this was not particularly evident.

Despite best intentions, it is a daunting and

‘cliquey’ environment for someone new to the

world of marketing professionals. Perhaps there

should have been a ‘newcomers’ session. I was

already networked with a number of colleagues

and aware of initiatives such as the warm-up

games and Aunty and Uncle scheme, but was

keen to see how we might be brought into this

marketing-led interest group. 

Another factor I noted was the lack of attention

given to the ‘Black & Asian’ perspective or ‘cultural

diversity’ as an agenda – this was not about being

politically correct, but being inclusive. Some

speakers and group leaders were dynamic and at

times provocative, but it would have been more

informative to have a wider scope for the cultural

context we work in now. The AMA could be of

interest to organisations like sampad but only if it

can get something back. The blunt question is: ‘Do

we need you?’ If so, the ideal is to be advocates for

each other but it is not yet easy to see how. 

I would strongly recommend a review of the

Bursary scheme. Having talked to colleagues and

those new to me from all backgrounds, it can be

viewed as patronising, causing the negative ‘poor

relation’ factor and resentment from those paying

the full fee. Why can’t there be a sliding scale for

emerging organisations, subsidised companies

etc.? We want to attend if it is valuable, not

because it’s cheap! ■

Anouk Perinpanayagam, 

e-mail: sampad, info@sampad.org.uk

Having lived and worked in Glasgow for four years

as a dancer with Scottish Ballet, my return under my

new guise as a ‘marketing professional’ for a three-

day conference was a little daunting to say the least. 

For the Synergies Game icebreaker session I

was randomly assigned a medium-scale theatre.

Our group had to develop objectives that broadly

addressed the ‘changing world’ outside the

fictional town of Somewhereville, then hustle

collaborative deals with other organisations in the

locale and in so doing meet other delegates. It

has to be said this did have all the initial charm

of pulling teeth but was useful in the sense that

you quickly found out who best to avoid for the

remainder of the conference! The indecision over

a clear artistic policy prior to the emergence of

politically correct audience development initia-

tives ended up with our group rather putting the

cart before the horse (Heather Maitland and Ann

Roberts put their heads above the parapet on

this issue later in the conference). This was

indeed food for thought.

Of the keynote speakers I really got off on David

Gardener’s statistics and found Adam Joinson’s

voyage into Internet behaviour truly illuminating and

entertaining. Oliver Bennett’s discussions around

the flawed utopia of a cultural democracy were

timely and stimulating. All the speakers had

thought-provoking information to impart and

certainly made my trip to Glasgow worthwhile. Of

the break-out groups I found the Guardian’s ABC

of Advertising session irritating and patronising but

Jim Fletcher’s Press Here to Start practical and fun.

Incidentally, I was accommodated at the Thistle

Hotel where breakfast was served in the delight-

fully named ‘Genghis’ restaurant complete with

Mongolian ‘B’ Movie themed décor. I am not

entirely sure how Thistle Hotels see this as

reinforcing their brand – maybe they got bored with

plaid and porridge! ■

Richard Whistler, Northern School of

Contemporary Dance in Leeds, 

e-mail: richard.whistler@nscd.ac.uk

FEATURE JAM

‘I really enjoyed the

conference and

especially meeting new

people. The keynote

speakers were good and

stimulating.’ Maricar

Jagger, Farnham

Maltings

‘A fantastic conference

– this year I was glued

to every speaker.’

Duncan Craig, Peoples

History Museum
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Selling tickets online is easy. Many people
do it. But many people miss a trick. The
trick is to sell, market, distribute and
promote online, all at the same time. And
it’s just as easy. Our off-the-shelf solutions

allow you to do just that. And as you do so,
you get to know your customers. You find
out their likes and dislikes. You can suggest
other shows or performances that they
may enjoy. They want ideas. How about

that new play? Or that musical revival? Or
that great comedy that everyone’s talking
about? A great idea. Sold! It’s just beautiful.
To find out more call +44 (0) 1865 856100
or visit www.ts.com

A BEAUTIFUL WAY TO SELL MORE TICKETS.

BEAUTIFUL ONLINE SOLUTIONS
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