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Big, clever and funny (?)
As a devoted enthusiast for the notions of strategy, strategic
marketing and strategic marketing planning, I often wonder
why these ideas grab me so.
It’s not because I’m an intrinsically sad person who needs to
‘get a life’. Honest. Rather there are three qualities of strategic
marketing and strategic marketing planning (let’s call it SMP to
save space) that – at one and the same time – I find fascinating,
useful and exciting.
First, this is something to do with the fact that SMP is about
using marketing thinking and marketing techniques to deliver
BIG results relating to BIG issues for an organisation.
Second, the tools, techniques and models of SMP are
frequently ingenious and intriguing, as well as offering an
innovative way of thinking about the world and changing it. So there can be something CLEVER about it
(but not too clever by half).
Then, last, there’s something about strategic marketing that can be dead FUNNY. Now here I don’t
mean funny in the sense of rib-tickling or thigh-slappingly comic. (After all, how often has a matrix-based
model made you hoot with mirth? Not that often, I’d bet.) No, I mean ‘funny’ in the sense of paradoxical
and counter-intuitive. The annals of strategic marketing are replete with examples of small things that
make a big difference; of conclusions that subvert and go against received wisdoms, or of ideas that –
although initially unexpected – ultimately serve to reshape an organisation’s entire marketing position,
posture and approach.
Aspects of this are tellingly revealed and unpacked by my esteemed colleagues Beth Aplin (Catalyst
Arts), Ben Blackwell (Clear Channel Entertainment – Sunderland Empire), Orian Brook and Anne
Torreggiani (Audiences London), Roberta Doyle (National Galleries of Scotland), Jane Eggleton
(Cheltenham Arts Festivals), Caroline Griffin (sampad), Paul Kaynes (Birmingham Arts Marketing)
and Ruth Staple (South West Arts Marketing). Alice Devitt (Mongoose Arts Marketing) lets a goat
run free and we share a day in the life of Lucy Grierson (Live Theatre Company). I’m intensely grateful
to all of them for their frank, perceptive and insightful contributions.
So this edition of JAM illustrates and celebrates strategic marketing and strategic marketing planning.
Because when it comes down to it, these areas of thinking and working are big, they are clever and
they are funny ■
Stephen Cashman, Guest Editor
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JAM is always on the lookout for new writers with good ideas for case studies and features, especially
from some of those smaller organisations out there.
Have you had a sticky moment that you would like to share? Is there something that really gets your
goat? Would you be prepared to let us in on a day in your life? Or have you got a good case study that
you would like to tell JAM readers about?
Future JAM topics are developing audiences, legal issues and membership and friends schemes.
If you would like to contribute, please e-mail helen@a-m-a.co.uk.
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Open to persuasion

Punctuation politics
It’s bizarre that, despite the power of punctuation,
it is often overlooked as less important than
grammar, sentence structure or correct spelling
when, in reality, it forms the very building blocks
of our profession.
Let’s be honest, anything that wields the power
to change the entire meaning of a sentence and
play havoc with the way your audience reads copy
has to be taken seriously. A misused apostrophe
or an ill-judged comma is all it takes and, hey
presto, you have a hilarious blunder on your
hands. The evidence showing punctuation’s
demise within the world is prevalent.
Some amusing examples (from organisations
that should have known better) include: the
BBC promising ‘nouns and apostrophe’s’ in a
grammar lesson on its website, the government
asking in a passport application form for the full
name of ‘the person who’s details are given in
Section 02’ and a letter from Britain’s National
Union of Teachers which referred to its
‘childrens’ education’ programme.
So why do we, again and again, let poor
punctuation disrupt the rhythm of otherwise good
writing? While most of us spell-check or keep a
dictionary beside us when writing, how many of
us (if we’re honest) are guilty of second guessing
punctuation conundrums or ignoring the matter
as insignificant, when we should, in fact, be flying
the flag as punctuation ambassadors?
Following the phenomenal success of Lynne
Truss’s number one best-seller Eats, Shoots and
Leaves (2003) and the emergence of organisations
such as the Apostrophe Protection Society, it
would be a foolish marketing professional, indeed,
who ignored these warnings. The message seems
to be ‘get ready to tackle those semicolons with

both hands and whip those commas into
submission’.
In all seriousness, I’m not quite so militant in my
approach to punctuation as the delightful Lynne
Truss and I don’t break out into a cold sweat if I see
a misused apostrophe but I do appreciate the
beauty of a perfectly constructed sentence.
Like much of life’s rich tapestry, the large majority
of punctuation tends to be either right or wrong and
I’m not going to insult people by regurgitating the
finer points of a text book. If you want to freshen up
your punctuation, a quick trip to your local
bookshop should suffice, although the possible
errors that you might see on the billboards, signs
and posters on the way there could teach you as
much as a whopping 100-page digest.
There is no excuse for an organisation that tells
us ‘it’s selling programme’s’ for example (really,
just the one?), or a sign that warns us ‘Cattle Drive
Slowly’ (I’ve never seen a cow in a car before).
Some things are just wrong: full stop.
However, it’s not the obvious black and white
mistakes in the political game of punctuation that
intrigues me the most. I’m a quirky kind of girl
and it’s the grey areas in life that I find far more
interesting.
Consequently, when authors like G.V. Carey in
Mind the Stop (1976, out of print) suggest that
punctuation should be governed ‘two-thirds by
rule and one-third by personal taste’, I sit up and
listen. Now, I’m not suggesting that we should all
start doing a James Joyce but I do think that writing
is a creative exercise and with anything involving
a certain amount of individual input, there must
always be an element of artistic licence.
As marketing professionals we’re constantly
asked to adjust our style of writing, taking into

consideration numerous factors, including the
product, the literature and ultimately the target
reader. We don’t communicate with our
customers in the same way as we talk to the
media, sponsors or directors, for example,
and we would never use the same copy for a
piece of direct mail as we do for an official
business plan. Everything is tailored to suit the
purpose. Punctuation, I think, works in much
the same way.
Ultimately, common sense, personal choice and
writing matter count for a lot. You wouldn’t litter
an advertisement with full stops for example, or
over-punctuate a press release with colons and
semicolons. But you might, on the other hand,
choose to add that extra Oxford comma in a
report to the board of directors and use dashes in
a sentence rather than brackets. You may even
use a cheeky exclamation mark in an e-mail,
when you wouldn’t dream of using it in a formal
letter. And there lies the happy ending to this
story and the moral of the tale: zero tolerance
doesn’t always pay. So, for those of you
nervously scrutinising the capitalisation of the
word ‘and’ in this closing paragraph: take heed.
Author’s note:
In light of my comments, I would like to suggest
that any discrepancies in punctuation within
this article should be put down to artistic
licence and not be held against the sub-editor
or myself. ■
Jane Eggleton,
Press and Marketing Officer,
Cheltenham Festivals and Entertainments
e-mail: Jane.Eggleton@cheltenham.gov.uk
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Spotlight on
Audiences
Central

Sticky moments

In 2003, Birmingham Arts Marketing (BAM) won
a tender from Arts Council England, West Midlands to provide region-wide audience development support, and to establish a network of
audience development coordinators working
across the region. So, after thirteen years providing marketing services and running audience
development campaigns for its 40 or so Birmingham-based member organisations, BAM has
become a strategic audience development agency
serving the urban West Midlands, plus the five
counties of Herefordshire, Shropshire, Staffordshire, Warwickshire and Worcestershire. Instead
of being run exclusively by its members, the new
organisation, Audiences Central, will act on behalf
of its wide range of stakeholders and funders.
Audiences Central’s key new role is to grow the
audience development capacity, knowledge and
skills base in the region. We’ll do that by offering
a range of learning opportunities via the network
of audience development coordinators. Our
research and consultancy capacity will be
expanded, both to deliver research projects,
ensuring access to the wealth of research
information, and to enable organisations to
achieve a greater diversity of audiences. And
there’s a range of networking activities, not only
for marketing staff, but for others engaged in
audience development work, including an annual
chief executives’ gathering.
Audiences Central’s advocacy is partly focused
on the potential for cultural tourism in the West
Midlands. Working with destination marketing
organisations, and the regional development
agency, Advantage West Midlands, we have
helped place the arts at the centre of the tourism
agenda, and will be helping deliver the region’s
new Visitor Economy Strategy.

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

Paul Kaynes, Chief Executive,
Audiences Central
e-mail: paul.kaynes@audiencescentral.co.uk
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will try to come up with a solution!
Q: My artistic director is insisting that we should have a glossy full-colour leaflet for a performance
targeted at young people, but I’ve heard that SMS texting can be a good way of reaching young
people and students. What do you think I should do?
A: There is no doubt that SMS texting can be an efficient and effective way of reaching notoriously
hard-to-contact ‘young people’, as projects within and outside the arts have shown. And the better
targeted and well timed your message, the greater your chances of a ticket sale. But it is important
to remember that SMS is just one of the latest marketing tools available and that it will not be
appropriate for every audience, every product or indeed for all young people every time you wish
to contact them.
So how can you demonstrate to your artistic director why you think SMS texting may be more
appropriate than glossy print as a communication tool for this particular performance? Simply employ
the same strategic approach to selection as you would for every event or performance.
First, if you are considering using a new method such as SMS, ensure that you undertake up-front
research to see if it is really as effective as you’ve heard. Why not contact someone from the Txtm8
project in Plymouth for a few essential dos and don’ts?
Second, remember that an event can have many different potential audiences, each of which may
require a different method of approach to get the best results. To decide on the greatest match
between audience and method, think about your targets as individuals rather than a homogenous
mass. Put on their shoes and walk around in them for a while – then ask: What information do they
want? How far in advance do they need to know about my performance? Are they receptive to
conventional marketing techniques? Where do they go to find out about the arts? Are they
established arts attenders or do we need to entice them in for a first visit? Who will they be coming
to the performance with? Ask yourself what you want them to do in response to your message: Ring
and make a booking? Find out more at your website? Text you back immediately to reserve seats?
And then ask how quickly you want or need them to respond to your offer.
Finally, consider the cost of your chosen method per individual contact, as the price of a new hi-tech
method could be so prohibitively high that it severely restricts the numbers of potential audience
members you can reach. The answers to these questions should clearly point you and your artistic
director to the most effective tool for reaching this group. ■

Ruth Staple,
Marketing Director,
South West Arts Marketing
e-mail: ruth.staple@swam.org.uk
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‘Wot’s all this then?’

Q&A

(Walsh, DaGradi, Sherman & Sherman [1964] ‘Mary Poppins’)

In an adapted extract of the online essay1 that supports his
Arts Marketing Association (AMA) book, Thinking BIG!,
Stephen Cashman delves into the essence of strategy,
strategic management, strategic marketing and strategic
marketing planning
Saying what we mean – the challenge
of definition
It’s perhaps one of those many ‘universally
acknowledged’ truths that there’s something
important about ‘strategy’ and things
‘strategic’. This stuff is a constant source of
fascination for senior managers, management
writers and academics alike. And this
fascination – not to say obsession – is
growing. Top strategy thinker Henry
Mintzberg and his colleagues note (Strategy
Safari: A Guided Tour Through the Wilds
of Strategic Management, 2001): ‘The
literature of strategic management
is vast – the number of items we reviewed
over the years numbers close to 2,000 –
and it grows larger every day.’
But hold on. ‘Strategy’ and all this
stuff that is ‘strategic’ may well be a
source of intense interest. Yet these terms can
all too frequently be panaceas or snake oil.
Miracle cures intended to solve and salve all
an organisation’s ills, and thus beloved of
chief executives, funders and consultants for
that. But are we clear on what they’re really
about? As leading thinker on marketing
strategy Paul Fifield (Marketing Strategy,
1992) warns: ‘The word ‘strategy’ has become
one of the most common and badly used
words in business writing’.
Hmmm. Well one potentially useful
way of teasing out the intrinsic meaning

of these terms is to consider some of
the identified qualities that are frequently
attached to them by getting a sense of
where strategy and strategic things
actually live.
So what is strategy for and where does
it belong?
One way of identifying both what strategy
is for (its ‘purpose’) and where, in conceptual
terms, it lives (its ‘domain’) is to examine
real-life instances of strategy and strategic
management practice as a means of
distilling their essential characteristics.
For a start, ‘strategy’ is clearly concerned
with addressing the large, major and big issues
facing an organisation. By implication this is
about setting an organisation’s future
direction. As the writers Graeme Drummond
and John Ensor (Strategic Marketing:
Planning and Control, 2001) observe:
‘Strategy is concerned with making major
decisions affecting the long-term direction of
the business.’
Setting the organisation’s overall direction
inevitably involves making decisions and
choices about the scope of its activities. So
strategy rests on agreeing not only what the
organisation should be doing, but also what it
shouldn’t be doing.
Achieving this involves managing the
relationship between an organisation and the

What is the best way of devising a strategic
marketing plan (SMP)?
To do this, some kind of structure combined with
a systematic approach to the underlying process
will be needed. But here there’s both good and
bad news.
First the bad news. Sorry, there’s no such thing
as ‘the one best way’ of devising an SMP. It’s more
a case of horses for courses – of picking the
appropriate form and methodology for the
particular job in hand.
However, don’t be put off. Because the good
news is that while the available structures are
many and various (and depend on which books
one consults), generally speaking they all tend to
be an interpretation of the same generic template.
Indeed this template may already be familiar to
anyone who has produced a tactical or campaign
marketing plan, in that the one for a strategic
marketing plan contains similar stages in a
comparable order. It’s just that this time they are
more wide ranging. Here, Table 1 (pictured on
page 6) compares the two.

JAM 14 | 5
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Q&A

When it comes to the process involved in
developing the material to fit into the
suggested framework this needs, combine
aspects of rigorous analysis and inspired
creative thinking. Now this is, of course,
something that could be done alone and in
isolation. However, to ensure that the
resulting plan is bought into by other
people in the organisation, and is also
based on multiple perspectives that reflect
the holistic, all-embracing nature of
strategic marketing, it’s inevitably better to
involve as many different people in the
organisation as possible.
And such an inclusive approach has other
advantages, for not only does it build in
organisation-wide ownership of the plan, it
also allows the planning process to act as a
consensus- and team-building device. ■

world in which it operates. Consequently one
aim of strategic management is ensuring that
– as far as possible – an organisation continues
to ‘fit in’ with its world. Hence, as my all-time
favourite quote on this subject says: ‘[Strategic
management is] … a systematic approach to
a major and increasingly important
responsibility of ... management: to position
and relate the firm to its environment in a way
which assures its success and makes it secure
from surprises’ (Ansoff and McDonnell,
Implanting Strategic Management, 1990)
The importance of this is emphasised by
British strategy writer Gerry Johnson
(‘Managing strategic change: strategy,
culture, action’, Long Range Planning, Vol.
25, No.1, 1992) who warns of the dangers
of what he calls ‘strategic drift’. This occurs
when the relevance of an organisation to the
world in which it works becomes gradually
diminished as things in that world change.
Hence the real danger here derives from not
keeping up with environmental change.
However, if the organisation has a wellthought-through and well-implemented

strategy, it will avoid this danger by maintaining the best possible level of synchronicity
(or fit) between itself and its surrounding
world. Ideally, it would change its approach
and activities in such a way that they parallel,
and take advantage of, opportunities cropping
up in the world in which it operates.
All together now
As a way of achieving these aims, ‘strategy’ is
an essentially holistic and integrative
function – one that is devoted to bringing
together and coordinating an organisation’s
various areas of activity. Thus, in a nice
conceit, one writer describes strategy as the
‘conceptual glue that binds together an
organisation’s activities and functions’, so:
‘A strategy is the pattern or plan that
integrates an organisation’s major goals,
policies and action[s] ... into a cohesive
whole’ ( James Brian Quinn, Strategies for
Change: Logical Incrementalism, 1980).
If an organisation is taking this wellthought-through approach to strategy,
what it does will come across almost as a set

Table 1 – the structures of tactical and strategic marketing planning compared
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Question addressed

Tactical plan stage

Strategic plan stage

What do we want to achieve?

Objectives

Goal setting

What are we dealing with?

Situational analysis

Strategic analysis

What shall we do?

Tactic selection

Strategy selection

How will we do it?

Tactical action plan

Strategic implementation plan

How will we know if it worked?

Tactical evaluation

Strategic evaluation
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of variations on a common underlying
theme. ‘Good’ strategy trickles down
through, permeates, informs and affects
everything in an organisation – almost like
the word ‘Brighton’ permeates every bite of
Brighton Rock.
Putting it into action
And then, to be useful, strategies need to be
turned into a set of actions to be carried out
in the real world. Appropriate strategic
thinking requires pragmatism by making
sure an organisation’s activities match its
capabilities and resources. As a result
strategic decisions usually have major
resources implications (i.e. implications for
an organisation’s finances, staffing and
knowledge base).
So it can be seen that the strategy’s whole
area of concern (as it were, the domain it
inhabits) relates to ‘big things’. Big issues,
big ideas and big thinking about the
organisation’s desired future destiny and
direction that help it fit in with the
big picture.
So what about strategic marketing and
strategic marketing planning?
These ideas about strategy and strategic
management make it relatively simple to work
out what is meant by ‘strategic marketing’ and
‘strategic marketing planning’.
As might be expected, I see strategic
marketing as being the application of a
strategic approach to an organisation’s
marketing activities (i.e. marketing on a big
thinking scale) so as to address big
organisational issues and concerns and to help

contribute to
the achievement of an
organisation’s big strategic goals:
for instance, marketing thinking and
marketing activities being used to ensure an
organisation goes to market in the most
appropriate way, in the most appropriate
places to attract the most appropriate users
(with ‘appropriate’ being defined from the
organisation’s underlying purpose and aims).
Rigorous strategic marketing planning
needs formal and systematic thinking to
assess what is needed from strategic
marketing, to identify and select potential
ways of working, and then formulate action
steps for its implementation. And this can
have some powerful benefits.
By using a dedicated process that involves
all the relevant and interested people in your
organisation, planning helps generate a sense
of ownership and involvement in the
organisation’s ultimate destiny and the ideas
developed to help make sure that destiny is
realised. What’s more, securing the agreement
of all involved by way of a planning process
establishes a broad consensus on what needs
to be done and how it will be done.
Then planning for strategy involves close
analysis of the organisation as well as a
thoughtful and far-reaching inspection of
the world in which it works. Thus planning
assists the development of a high-level, big
picture overview of the organisation and the
world in which it works. Moreover, once the
organisation has acquired that ‘long view’, it

will
be well placed
to spot what is important
and matters to it and its future, as
opposed to what is not and doesn’t really
matter.
Consequently, by encouraging an
organisation to consider the world in which it
works, a strategic planning process is akin to
installing long-range radar. This ‘radar’ enables
the organisation to register incoming threats
and potential opportunities. It also helps an
organisation do this while there is still time to
do something about these factors. So overall,
such planning processes also make the
organisation environmentally alert. And that’s
when our marketing gets really strategic. ■

Stephen Cashman,
Independent Strategic Management and
Marketing Consultant
e-mail: Stephen.Cashman.consultancy@
blueyonder.co.uk
1

Download from http://a-m-a.co.uk/uk/
images/downloads/thinkingbigessay.pdf
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Striking the balance

Beth Aplin explores the role of the box office in
strategic marketing
Over the last ten years or so there has been
a significant change in the way marketing is
positioned within arts organisations. Even
though this hasn’t yet been universal, there
are definitely more marketing managers
playing their part in strategic management
and having real influence over the decisions
their organisations take.
Over roughly the same period there has
also been a massive increase in the use of box
office data to inform marketing in both
planning and implementation. Again, this is
by no means universal (as the study that
Catalyst Arts undertook last year for the
Arts Councils of England, Wales and
Scotland showed) but it is much more the
norm these days for marketers in all scales
of organisations to be expected to be making
use of hard ‘evidence’ in the way they work.
Someone once described marketing as
being a combination of art and science, and
there has definitely been a swing more
towards the science in recent years. Arts
marketers often see their scientific approach
as being in contrast to colleagues whose
decision-making seems to be based more on
instinct than data.
There is an academic discipline called
knowledge management that concerns itself
with the ways that people and organisations
make use of the information available to
them in their work, and despite the jargon
that seems to accompany any such theories,
it is potentially quite relevant to this
distinction between data and instinct. What
it emphasises is that, in order to make
effective decisions, you need to be able to
balance both ways of working: explicit
8 | JAM 14

knowledge (things that you can find out from
evidence) and tacit knowledge (things that
you know from experience). Indeed the
theory goes so far as to say that you can only
make use of explicit knowledge if you can put
it into context with tacit knowledge – without
one, the other is only part of the picture.
Despite spending much of my working life

In order for an organisation to
have as complete a picture as
possible of the ‘outside world’,
I believe there need to be
mechanisms for capturing and
using that tacit knowledge so
that it can be used to inform
decision making.

cajoling arts organisations into making ever
greater use of data, I also believe strongly that
there needs to be a clearly defined role for
tacit knowledge in order to temper and refine
what the data is telling you.
In a venue that is selling tickets to the
public for its events, the box office team are
spending their time talking to customers on
the phone or in person, and as well as
capturing transactional data about who

customers are, where they live, what tickets
they bought and so on, they tend to build up
a huge amount of knowledge and
understanding about what people are
thinking about the organisation and how
they react to the marketing messages that
they receive.
In order for an organisation to have as
complete a picture as possible of the ‘outside
world’, I believe there need to be
mechanisms for capturing and using that
tacit knowledge so that it can be used to
inform decision making. This could be as
simple as having a document on each box
office computer where staff can jot down
customer comments as they happen so that
they can then be collated and distributed
within the organisation. The next logical
step would be to ask box office staff to
concentrate on finding out particular pieces
of information from customers over a given
space of time – asking every booker for a
month what they think about the car
parking at the theatre, for instance.
For an organisation simply to get into the
habit of asking members of the box office
team for their views on key decisions will
almost certainly have great effect. I’ve met
many box office managers who could
accurately predict likely attendance at events
to within 20 seats, but for whatever reason,
the targets seem to be set by the marketing
department (or, even worse, by the finance
manager) without actually asking their
colleagues. If there are to be changes to the
way a venue’s catering operation works, for
instance, the box office team will have been
picking up comments from customers over
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the years and will almost certainly be able to
make suggestions as to what might work best.
Let me reassure any marketing managers
who might be preparing to chuck out
their TGI tables and abandon their direct
mail response reports – I am absolutely not
advocating a return to the ‘bad old days’
when organisations took no notice of
data in their decision making. However,
I do get worried (as others have been in
recent years) that, unless organisations can
find a way to give equal importance to both
tacit and explicit knowledge, then arts
marketers may get dismissed as ‘boring
scientists’ by their colleagues, and all the
developments of the last ten or fifteen years
might start to be forgotten.
In order for this healthy balance between
the two difference kinds of knowledge to be
maintained, there are a few key things that
must also underpin the relationship between
marketing and the box office within
organisations. The first is that everything
needs to be done to engender a healthy
respect for what each team does best.
Marketing managers must make sure that
they communicate clearly – explaining the
decisions they’ve taken and setting out the
strategic context in which they work. Box
office staff need to have an appreciation of the
number of balls that marketers need to keep
in the air at any one time – they tend to be
thinking much further ahead and sometimes
find it difficult to look backwards and assess
whether a show or campaign worked or not.
There also needs to be a clear understanding within the organisation that once
you start to involve box office staff in this

kind of information gathering, there needs
to be clear follow-through. A scheme of this
kind will peter out if box office
staff start to think that nobody is taking a
blind bit of notice of what the customers
are saying; and more importantly, just
because a point keeps being raised by
customers, that doesn’t mean that it should
be dismissed as ‘just another box office
whinge’. Although every audience has its
‘tricky’ customers, an organisation’s first
reaction must be to pay attention to what
customers are telling them and to try to
stand back and assess whether they might
actually be right.
Above all, an organisation’s strategic
planning will improve (with all the resultant
benefits) if there is a recognition that it is

everyone’s concern – not just those around
the management team table. If there is a
conscious effort to break down the
distinctions between customer-facing staff
and ‘management’ and to value the
importance of capturing and using both
tactic and explicit knowledge in decision
making, then the possibilities are endless. ■

Beth Aplin,
Director, Catalyst Arts
e-mail: beth@catalystarts.com
JAM 14 | 9
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What gets my goat!

Alice Devitt makes a personal plea for ‘the real thing’ –
the adoption of a genuinely strategic approach
I am often frustrated by our inability as arts
marketers to look over the horizon at the longer
view. I would love to see genuine strategic
planning in the arts. It was fair enough when no
one knew what it actually meant. Arts marketers
were publicists, producing print for the next
performance or exhibition and that was that. We
then ‘progressed’ and acknowledged the need to
professionalise, adapting the skills and techniques
deployed by other sectors to an arts context.
It is now common to hear senior arts marketers
discuss strategic planning, customer relationship
management and other longer-term activities.
There are noble exceptions, but it is much rarer to
see evidence of staff delivering such activity as
part of their core duties, their activity plans
springing directly from a clear and robust longterm strategy. We troop out of yet another
inspirational talk from an arts-friendly marketing
guru with the firm knowledge that we will
continue to concentrate on this year’s bottom line
and the next campaign.
I usually work on short-term projects with arts
organisations, often when they are in financial
difficulties. After chatting to other arts marketers
this feels fairly typical. Many arts organisations
seem to plan on three occasions: for the
budgeting round and annual, tactical delivery
plan; when providing a business plan for statutory,
trust or Lottery funding; and when matters have
gone seriously tits-up, a rescue plan is in the offing
and the Arts Council needs convincing.
It’s different in other sectors. I’ve just worked on
three-, five- and ten-year plans for heritage and
visitor-attractions, brand positioning and marketing
strategy for a hospice and a strategic customer
journey and communications plan for a
membership organisation. Some are poorly
10 | JAM 14

resourced, but none of these organisations are in
financial peril, serious disarray or bidding for
funding. They are proactively planning their futures
from a position of strength. They want to maximise
their opportunities and realise that they must invest
resources in the future as well as this year’s targets.
It might be a little more convincing if arts
organisations focused on the longer-term and
bigger picture because they wanted to, rather
than because funders make them. Most longerterm planning is produced for ACE, Lottery, local
authority or Department for Culture, Media and
Sport application or compliance processes. Do the
sums, make the claims, complete the forms and
hope they go away until the next time.
It would be more acceptable if the planning
paradigms, assumptions and evaluation provided
by the funders were more robust and reliable.
The number of failed, and failing, Lottery-funded
arts re-developments and visitor attractions
demonstrates how much extremely dodgy longterm business planning has been accepted. Many
plans were considered feasible even though
the numbers didn’t stack up.
This focus on keeping the funders cosmetically
happy really misses a trick. Financial stability can
only be delivered through strategic planning and
this idea, quite reasonably, looms large in most
senior staff’s minds and priorities. It is easily
forgotten that it is also possible to develop a
holistic picture of future product and service
delivery, brand and market positioning,
competition, demand, income streams and real
customer/client development.
A genuinely longer-term focus can help shape
and delineate an organisation in the most creative
manner imaginable. It is a great shame that the
most creative sector of all misses the visionary

opportunities of this approach to planning and
organisational direction.
Larger organisations, reliant on agencies for
much of their marketing activity, are often
tactically led. Commercial arts marketing agencies
provide vital creative services but frequently
concentrate expertise on the campaign side and
find it difficult to engage with longer-term goals.
And this spiral of immediate tactical activity can be
hard to break. Campaign and seasonal priorities
shout loudest for resources and attention.
Smaller organisations can overcome their lack of
resources by having a tight organisational focus
but time is always at a premium. I work with a very
small community arts centre that has grasped the
nettle of overall strategy and long-term planning
while seeming to function on thin air alone.
Generally, most organisations of any size struggle
to find the time to take stock and plan over the
longer term for real.
Nothing will change while arts marketers are tied
to their organisation’s obsession with this year’s
targets. I’ve long felt that the Arts Marketing
Association (AMA) needs to kidnap the chief
executives and tell them what arts marketers have
been discussing among themselves for years now.
Until success measurement is fundamentally
modified to accommodate a long-term focus, real
strategic planning will always be squeezed out by
the more compelling priority of filling the
auditorium or gallery next week. We’ll continue to
pretend we’re adopting a strategic approach
rather than really doing so. ■

Alice Devitt, Mongoose Arts Marketing
e-mail: mongoosearts@yahoo.co.uk

240744 JAM 14-July 16/6/04 8:22 am Page 11

2003-04

Annual Review
Meet the AMA

Meet the staff

The Arts Marketing Association (AMA) now has over 1,800

There are currently seven

members all working to bring the arts and audiences together.

staff working at the AMA on

Members represent:
• all four countries of the UK
• a growing number of international
organisations
• museums, galleries, theatres, arts centres, film
and cinema, performing companies, festivals,
and literature
• marketing, audience development, education,
press, public relations,
front of house, fundraising,
administration, sponsorship
and general management

behalf of our members:
• students, assistants, officers, managers,
directors, freelancers and consultants
• funding bodies, local authorities, umbrella
organisations, marketing and audience
development agencies and education bodies
Director Pam Henderson
pam@a-m-a.co.uk

To meet the needs of such a broad membership
the AMA has developed a range of training
events, conferences, networking meetings,
publications, and professional support
opportunities such as mentoring and coaching.

A word from Ivan Wadeson, Chair, AMA
'The AMA’s 10th birthday conference in November 2003 was rightly a
celebratory event. Simply to survive for a decade in the arts is worth
celebrating – especially for an organisation without any revenue funding.
Yet that decade has seen more than simply survival but exponential
growth – in terms of number and range of members and in terms of events
and services offered. Many events such as the annual conference are now
a firm part of the arts calendar. The birthday conference provided a great
opportunity not just to acknowledge this but to thank those whose hard
work and perseverance had enabled the organisation to come into being, to take its first faltering
steps. Ten years on, it is the role of the current board and staff to ensure the organisation remains true
to its mission, continues to work hard for its members, and most importantly, ensure that the
organisation survives those troublesome teenage years that lie around the corner.'

Marketing Manager
Events and Services Manager
Julie Aldridge, julie@a-m-a.co.uk Kate Fortescue, kate@a-m-a.co.uk

Finance Officer Jenny Tunbridge Marketing Officer
Helen Bolt, helen@a-m-a.co.uk
jenny@a-m-a.co.uk

Events Administrator
Annabel Busher
annabel@a-m-a.co.uk

Membership and Events
Administrator
Tom Holmes, tom@a-m-a.co.uk

Meet the board
• Beth Aplin, (Vice Chair), Director,
CATALYST ARTS
• Nick Boaden, Marketing Manager,
WEST YORKSHIRE PLAYHOUSE
• Stephen Cashman, Independent Consultant,
STEPHEN CASHMAN CONSULTANCY AND TRAINING
• Simon Drysdale, Marketing Manager,
GLASGOW ROYAL CONCERT HALL
• Helen Dunnett, Head of Marketing,
ROYAL LIVERPOOL PHILHARMONIC ORCHESTRA

• Caroline Griffin, Senior Bursar, SAMPAD
• Kevin Jamieson, Marketing and PR Manager,
HARROGATE THEATRE
• Trina Jones, Managing Director,
BIRMINGHAM REP.
• Tracey Low, Administrator,
ENGLISH POCKET OPERA
• Rebecca McCauley, Head of Sales and
Marketing, BUXTON OPERA HOUSE
• Kim Morgan, Press and Marketing Consultant

• Rita Mulvey, Marketing Manager, THE LOWRY
• Roisin Jones, Marketing Information Manager,
CARDIFF ARTS MARKETING
• David Popple, Director, STAMFORD ARTS CENTRE
• Mary Rahman, Press and PR Consultant,
MARY RAHMAN PUBLIC RELATIONS
• Jo Taylor, Marketing Manager,
WELSH NATIONAL OPERA
• Ivan Wadeson (Chair) Chief Executive,
ARTS ABOUT MANCHESTER
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Meet the membership
'Whether you’re new to the arts or a seasoned arts professional,
the AMA is the organisation to help develop your arts marketing
skills and practice. The Arts Council is pleased to support the
development of AMA membership across Wales.'
Ann Kellaway, Senior Research and Audience Development Officer, Arts Council of Wales

The AMA has an active and diverse membership
of over 1,800 arts professionals, working at all
levels and in all areas, making it the fastest
growing professional development body in the
arts and cultural sector.

Members regularly tell us that they like to
network with other arts professionals through
the AMA. The broad range of art forms
represented within the membership encourages
us all to think outside 'the way things are done
around here', as we share ideas, problems and
solutions across the membership. This year has
seen a large increase in members from
museums, galleries and cross-art form venues.
25

20

20

2000

15

1800

15

1600

10
10

1400
1200

5

5

'AMA made me a better
professional, it gave me the
chance to listen to clever
and creative people … more
importantly I see the benefit
of networking and the high
quality training that my staff and
in turn my organisation receives
from AMA.’
Mark Dobson, Director, Tyneside Cinema

'The AMA is a fantastic source
of information and inspiration –
the conferences and events
are great places to share
experiences with people from
other museums and galleries.'
Catherine Holden, Director of Marketing
and Development, National Museums
of Scotland

Wales 7%

Scotland 9%

Outside UK 4%

Northern Ireland 2%

England, Yorkshire 5%

England, South West 5%

England, West Midlands 9%

England, North West 9%

England, 11%
Southern & South East

England, London 25%

England, North East 3%

England, East 7%

0
England, East Midlands 4%

Other 3%

Venue (performing arts) 20%

Theatre company 6%

Umbrella organisation 3%

Student 2%

Supplier 4%

2%
3%

4%
5%

Local Authority
Marketing/audience
development agency
Opera and music theatre
Orchestra

Gallery/museum 14%

YEAR

Festival 2%

2004

Freelance/consultant 9%
Funding body 3%

2003

Education/training 4%

2002

Cinema 2%

0

2001

Dance company 2%

800

Arts Centre 13%

1000

(performing & visual arts)

AMA MEMBERS

2003 saw membership growth in each country
of the UK and internationally. Members have now
joined from over 20 different countries (Argentina,
Australia, Belgium, Denmark, France, Germany,
Greece, Korea, the Netherlands, New Zealand,
Norway, Portugal, the Republic of Ireland, South
Africa, Switzerland, Taiwan and the United States
of America.)

‘For me the AMA is our
International Arts Network, the
chance to communicate, exchange
ideas, learn, and network. It is the
opportunity to share daily
marketing needs and longer-term
marketing issues with other arts
professionals. It is the chance to
get advice and feedback from arts
professionals around the globe.’
Kallia Mintsidi (Student, Greece)
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60

53%

Total Income – £406,453
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25%
12%
4%
Merchandising £14,255

0

6%
Sponsorship £24,300

10

How we spend our money (2003/2004)
60
51%

Total expenditure – £400,726

50
40
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22%

20

0

19%

8%
Overheads £75,337

10

Membership Services £87,620

Latest developments at the AMA are a pilot
benchmarking project assessing the effectiveness
of arts organisations e-marketing activity (a report
from this pilot can be found on the website at:
http://www.a-m-a.co.uk/bench.asp), and
http://www.ticketing.org.uk, a ticketing
technologies website managed by the AMA on
behalf of the audiences.com working group
offering up to date information to enable
organisations to make informed decisions.

20

Membership £103,130

'I am pleased that we have been able to work
together to produce Thinking BIG! A Guide to
Strategic Marketing Planning, which is proving
to be a useful resource for the Arts Council and
our clients.'
Phil Cave, Director, Audience and Market
Development, Arts Council England

Events £204,634

89% of the membership state that a key benefit of
membership is being kept up to date with issues in
arts marketing and audience development.

Where our money comes from (2003/2004)

Events £213,137

Events remain a significant part of the organisation’s
activity:
• the annual conference continues to be popular
(350 plus arts professionals each year)
• the AMA also held an additional 23 training
events in 2003, including best practice
seminars, practical workshops and day events
• informal networking meetings are expanding
across the UK
• in 2003, a new senior level symposium was
launched, offering 24 hours of fresh thinking,
debates, discussions and decisions
Reports from most of these events are available to
download FREE from the members website:
http://www.a-m-a.co.uk

Did you know that …
• The AMA is a not-for-profit organisation, with
a turnover of less than £500,000?
• The AMA does not receive any revenue
funding – we rely primarily on earned income?
• The AMA spends 19p in each £1 on overheads
– 81p is spent on supporting members’
professional development?
• The AMA provides its diverse range of services
from an average subscription income of £59
per member?

CPD £51,631

'Step Up has been an invaluable opportunity, which
allowed me to develop both professionally and
personally. With the help and encouragement from
my coach, I have achieved more than I could have
imagined in a very short period of time. Coaching
forced me to focus, and as a result I have more
direction and now I trust my abilities.'
Dawinder Bansal, Freelancer

This is made possible through:
• 12 monthly e-mail bulletins providing the
latest information about new developments
and best practice;
• the quarterly publication JAM (Journal of Arts
Marketing);
• publications such as Thinking BIG! by Stephen
Cashman, the AMA and Arts Council England
guide to strategic marketing planning published
in 2003;
• conference, workshops, seminars and day events;
• and the ever-expanding AMA website, a
valuable resource for anyone working in the arts
and cultural industry containing best practice
case studies, free reports, job vacancies, a
searchable member directory, and event details.

CPD £33,135

Supporting individual members
The AMA aims to support the professional
development of its members and has established
a range of tools to achieve this. 2003 saw a fifth
cohort start the popular AMA mentoring scheme
pairing arts professionals for one-to-one ongoing
support. The AMA launched a coaching scheme
this year, Step Up, open to anyone working in the
UK, but particularly focused on the development
of Black and Asian arts professionals.
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The next twelve months:
plans for 2004/05

The AMA has a rolling three-year business plan, so we always have some idea of where we are
going! The information that shapes our plan comes from a range of sources, but the most
important source is the membership research that is carried out externally, every two years.
The findings from the last round of research (January 2003) has provided us with the following focus for 2004/05:
Diversifying the membership
The plurality of the AMA
membership is one of our greatest
strengths – the fact that you can
engage with such a broad range
of individuals is something that
you tell us you value enormously.
In 2004/05 we will continue with
our efforts to broaden the
geographical and cultural diversity
of the membership. This means
membership drives in Scotland,
Wales and Northern Ireland, and
building a legacy for Step Up – the
coaching scheme for Black and
Asian arts professionals. We are
also researching the feasibility of
developing services for people
working in box offices and sales.
'Thank you to the Arts Marketing
Association for the bursary that I
was kindly awarded. I am very
grateful for the initiatives that the
AMA has put in place to nurture
and develop Black and Asian
arts professionals.'
Jigisha Patel,
Marketing Manager, Ikon

Developing new products
Quite rightly, our members have
high expectations of the AMA.
With this in mind, we are constantly
reviewing and improving the
products that we offer. We also put
resources into developing new
products that will further support
the professional development of
our members. In 2004/05 we will
be extending the range of regional
networking meetings, and
consolidating our workshop and
seminar programmes. Following the
e-marketing benchmarking pilot in
2003, we will be seeking to roll this
out in the coming twelve months.
'The AMA is continually “ahead of
the game” in providing training,
services and information to meet our
needs – it does a great job!'
Ann Monfries, Marketing Director,
Scottish Chamber Orchestra

Increase the membership
Even with an annual retention rate
as high as 80%, we still need to
attract more than 700 new members
this year to achieve our objectives.
Hosting the annual conference in
Belfast in July 2004 is a key means
to achieve this. Northern Ireland
has a demonstrable commitment to
arts marketing and audience
development which has resulted in
a record-breaking increase in
members from Northern Ireland.
We will continue to invest in our
website, which is a key tool to
achieving our membership targets.
International members value this
resource in particular.
'I am delighted the AMA has decided
to bring its annual conference for the
first time to Northern Ireland; the
decision is timely given the
accelerated pace of change in the
region and the unfolding plans to
establish an Audience Development
Agency for the Arts.'
Nick Livingston, Director of
Strategic Development, Arts
Council of Northern Ireland

Collaboration and partnership
During 2004/05 we will continue
our policy of working collaboratively
with other organisations that support
the learning of arts professionals.
We are currently in dialogue with
the Museums Association and
Audiences Europe Network to
introduce collaborative ventures
in the next year. We value our
partnerships with our broad range of
sponsors, and will continue our close
working relationships with them and
other umbrella bodies, networks and
funding bodies in the coming year.
‘Network, the group of audience
development agencies, welcomes
the contribution made by the AMA
in developing the professionalism of
the arts. It's not an overstatement to
say that on AMA events such as the
senior Symposium, its mentoring
scheme and seminars are founded
the future success of the arts in
the UK.'
Paul Kaynes, Chief Executive,
Birmingham Arts Marketing and
Chair, the National Audience
Development Network

HOW TO GET INVOLVED
We are always on the lookout for good ideas, new contributors for JAM, speakers for events or sponsors for new initiatives. If you would like to contribute,
please e-mail: pam@a-m-a.co.uk.
For membership details, please see: http://www.a-m-a.co.uk or e-mail: tom@a-m-a.co.uk
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JAM spends a day with Lucy Grierson of Live Theatre …
After a 20-minute Metro commute from the coast
into Newcastle I make my way down Grey Street
to the quayside. The Sage Gateshead – the new
Lottery-funded Music Centre, – now replete with
all its shiny metal and glass panels, looms
impressively on the Gateshead skyline, as do the
Baltic Centre for Contemporary Art and the
beautiful blinking millennium eye bridge. Nestled
in this buzzing cultural quarter is Live Theatre, the
North East’s only new writing theatre company,
housed since the 1980s in a unique mix of
almshouses and bonded warehouse, and my
place of work for just over a year.
Once in the office, I switch on the computer,
open the shutters and then head to the café to get
teas for me and Sarah (the marketing and
development manager), with whom I share a cosy
(read tiny, but characterful) almshouse office.
Armed with tea and sugar (just in case it’s going to
be one of those days), I check for e-mail and
phone messages, before scanning the papers for
anything Live Theatre-related and drinking my
tea. I then have a look at my to-do list to see what
I’ve got planned – planning, by all accounts …
My current workload is for a fairly diverse mix
of events – namely a touring musical play for
under 6s, the education department’s summer
festival and a site-specific theatrical event. Most
pressing of all, however, is a month-long new
writing festival of readings and events –
inspiringly named Write Now (not one of our
best) – which kicks off in June. The audience for
this new writing extravaganza – over 20 events in
all – divides into two fairly distinct groups of
writers and non-writers, and what I now need is a
plan to make sure that we maintain a steady
stream of both to Live throughout June. The main
trick is going to be persuading people who

Armed with tea and sugar
(just in case it’s going to be
one of those days), I check for
e-mail and phone messages,
before scanning the papers
for anything Live Theatrerelated and drinking my tea.
usually come to see our productions that they
might actually enjoy a reading, rather than a fullscale play. In addition to the direct mail and rather
lovely pistachio green festival print (now with our
mailing house), Sarah and I have come up with a
two-pronged paper and e-mail approach which
should see them flocking in in droves – well,
that’s the plan … To get a clearer idea of just what
I’m dealing with, I decide to put all of the events
into a day-to-day and week-by-week table, so
that I can see just where events fall and how they
relate to each other. By lunchtime I’ve got a quite
scary-looking colour-coded chart and a halffinished marketing plan for the under 6s show.
After lunch and a stint on the box office, I have a
meeting with Harriet from the Live Lines – Live
Theatre’s education and outreach department.
Since starting at Live I’ve spent a lot of time working
with the department and try to attend as many of
their weekly meetings as possible – something that
I’ve failed miserably at recently – hence the catchup. There’s a festival meeting tomorrow, which I am
actually going to attend, so I’ll find out more about

where they’re up to with that then – it’s the most
ambitious to date by the sounds of things though –
last year was three days and this year it’s a week.
Harriet and I also discuss the launch of Theatre
West, Live’s satellite youth theatre in Newcastle’s
West End, which will combine with the main Youth
Theatre and Theatre East to provide a city-wide
drama facility. We decide to schedule in another
meeting with Sarah and one of the outreach
workers later in the week, so we can work out
who’s going to do what for the launch. I also make
a note to book in our regular photographer for this
year’s festival and talk to Harriet about arranging a
media call for a new writing project, where plays
written by primary school children will be
developed for performance by a professional cast.
After my meeting with Harriet, Sarah’s back from
a planning meeting with news about next season’s
programme – a third RSC/Live collaboration has
been confirmed for the autumn, along with
another co-production and a month-long run of a
play by a writer who wrote for the company last
year. In common with the last couple of seasons,
we’re buying in less work and producing more
and more in-house; with the addition of a play by
the Academy (our graduate ensemble) in
September, the season looks set, with virtually no
room for anything else. Having just got our current
brochure back from the printers, I e-mail our
designer with an enquiry about her summer
holidays and a projected sign-off date for the next
brochure at the end of July. My Writing Festival
schedule almost complete, what I need now, it
seems, is another plan. ■
Lucy Grierson,
Marketing and Press Officer, Live Theatre
e-mail lucy@live.org.uk
JAM 14 | 15
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Snapshot London – or, how we discovered
we were normal after all

Orian Brook and Anne Torreggiani of Audiences London outline why they believe that
data-sharing initiatives are likely to make a big impact on strategic marketing planning
A few years ago, I was working at a well-known and well-loved East End venue.
About a year after installation of our shiny new computerised box office,
I realised that we had a disturbingly high rate of churn (low rate of retention).
In a panic, I phoned round a few other likely venues and confessed my
shameful secret, hoping to find out what was ‘normal’. But establishing what
the norm was – especially in London’s teeming art-scape – proved well nigh
impossible even on this anecdotal basis.
Incidentally, that flurry of phone calls was one of the triggers for the set-up
of Audiences London (AL), – where else could we share such sensitive
information? And who would bring about a collective response to the results?
What this – true – story demonstrates is that strategic marketing needs a
contextualised understanding of the market place. If the planning process is
about the cogent and meaningful expression of overarching aims and the
means of achieving them, then exercises like Snapshot London are possibly
the most significant contribution to effective planning since the arrival of
computerised patron-data capture. As you’ll see, Snapshot may also be proof
that the collaborative approach is the most enlightened in a highly competitive
market place.
Sad to confess, it gave me a buzz a few months ago when Snapshot London
finally proved we had been normal all the time.

1 only – 73%

2 – 13%

3 – 13%

Figure 1 Number of venues attended
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Process
The eponymous ‘snapshot’ of London’s audience is created out of the
analysis of sales of some 19 million tickets from 1.9 million UK households,
pooled through the box offices of 31 performance venues and organisations
(commercial and subsidised) from a five-year period. The information about
bookers combines their demographic profile1 and their ticketing and event
history at any/all of the venues included. And all these events are in turn
coded at two levels, ‘art form’ (e.g. opera or drama) and then again ‘style’
(e.g. 20C or international). What this means is that data can be traced along
a number of paths as required, following a particular booker-grouping
through their last five years of engagement with the arts, as easily as you can
look at the audience for a particular programme strand – say for all drama,
all international work, or international plays.
Staring into this data matrix can bring on the kind of vertigo you get staring
at an infinite night-sky. So we have to remember, Snapshot is not interesting
as a feat in itself, but for the new ways of thinking it invites. To make sense of
it, questions need to be asked. In other words, we’ve discovered that
Snapshot works best as a kind of retrospective oracle. Most interesting of all
are the new conversations and perspectives the answers provoke.
The collaborative principle was of course essential to the process. The
whole research was founded on the mutual support of partner organisations,
software developers2 and, at a conceptual level, sister audience development
agencies.3 But the practical considerations which seemed to be the main
challenge at the outset – data-pooling, categorisation, etc. – were ultimately
less important than the exchange of thinking between partners.
Ever since we presented the headlines, debate has raged as to Snapshot’s
potential impact on strategy.
The results
Driving the debate is the fact that Snapshot has cast into doubt some of the
tenets of arts marketing, and certainly the habitual approaches we’ve used in
London. There are lots of caveats and qualifiers, over which we blithely sail
here, but broadly speaking, Snapshot challenges a number of myths on which
much strategy is based. For example …
The loyalty myth
When we embarked on the project, there was a genuine anxiety that we would
unearth a very small pool of people who attended widely and frequently – in
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effect, that the arts were super-serving a tiny constituency. This assumption is
visible in the programming and (to a lesser extent) marketing strategies of
many arts organisations. As it turns out, nothing could be further from the
truth; on average, 78% of each venue’s audience attended only once a year,
and around 70% only once in the five years. Almost 1.9 million households had
attended one of the participating venues, 7% of all households in Britain.
Within London, 30% of households had attended, and in 25% of postal sectors
in London, the penetration was 60% or more. So, good news in terms of
serving tax-payers, but bad news for relationship marketing.
Even more intriguingly, the vast majority of bookers – 73% – were only
booking at any one venue over five years (see figure 1). There are no
demographic differences between these so-called ‘oncers’ and more
frequent attenders. Importantly, once someone has attended a venue once,
they are more likely to return there than to another venue.
We tend to think of loyalty as expressed by a rule-of-thumb measurement
of number of visits over one year – and yet this scale is meaningless when
applied to most audiences. We set targets, configure incentives, create
programmes and communicate with our audiences geared to this measure.
Instead of worrying about competing among ourselves for audiences, would
we do better to worry about the competition for leisure time in the wider
world? While we’ve concentrated on translating features into benefits for
the seasoned visitor, have we completely missed the features that matter to
a first-timer? Do we need to re-think ‘loyalty’ or try very different approaches
to retention and/or raising frequency?
These are the questions we’ve asked and the new paradigms we’ve
imagined with Snapshot partners and other colleagues – at a series of user
meetings and think-tanks.
Research and risk-taking
Better than this, however, conversation has turned to how we could work
together to do something in response. For example, one cluster of partners,
realising that their historic competition is another myth, is keen to co-promote
to a very particular slice of the infrequent market, and we’re currently working
on a joint profile-development project. Another cluster has proposed working
collectively by trialling a series of alternative appeals to the ‘oncer market’,
focusing on a set of different propositions and communication patterns.
It is really exciting for the AL team that the research has actively prompted
risk-taking.

Strategic marketing planning
For participating partners – and others (all AL subscribers have access to the
headline stats) – Snapshot is a tool to be used at every stage of the planning
process. Its application in goal-setting is key, providing detailed benchmarks
to which more realistic targets can be pegged – especially as Snapshot
offers some very different indications from those based on sample data
such as TGI5. It provides a new raft of information about the audience
environment, enhancing situational analysis. It provides context for an audit,
particularly for those whose data is included in the process and, as we have
seen, it offers a new perspective on competitor/collaborator analysis.
Conclusion
Snapshot’s strategic applications go beyond marketing planning for individual
arts organisations. We’re only starting to get to grips with its wider potential –
as evidence for PR, political lobbying, product development, policy and
provision planning. This potential will increase as Snapshot 2 brings in more
venues and organisations, and satellite projects with local authorities and the
Greater London Authority bring more data to the picture.
We know that our work is extraordinary, but sometimes it can be good
to know that we are normal.
To find out more about Snapshot London contact Audiences London.
Companies can still join Stage 2. AL subscribers can download all the headline
data from www.audienceslondon.org, free of charge. Organisations outside
London should contact their regional audience development agency.
Snapshot 1 was funded by Arts Council England and its partner
organisations are: Ambassadors Theatre Group (inc. West End, Bromley
and Richmond), Barbican Centre, Chicken Shed, Dance Umbrella, Donmar
Warehouse, English National Opera, London International Festival of Theatre,
London Symphony Orchestra , Lyric Theatre Hammersmith, National Theatre,
Riverside Studios, Royal Court Theatre, Royal Festival Hall, Royal Opera
House, Sadler’s Wells , Young Vic. ■
Orian Brook, Research and Intelligence Manager, and
Anne Torreggiani, Director, Audiences London
e-mail: info@audienceslondon.co.uk
1Based on their home post-code using the Experian lifestyle profiling products Mosaic and London Mosaic
2Snapshot 1 used data:crunch software developed by marketing:arts
3Especially Arts About Manchester, Arts Marketing Hampshire and TEAM in Liverpool
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Marketing the marketing

Roberta Doyle reports on the application of the strategic
marketing planning process to the National Galleries of Scotland
We don’t know what we don’t know
That’s a tremendous phrase. It implies a lot –
naivety, innocence, ignorance even? I guess,
though, it can also imply preparedness to know.
When I was appointed as the first-ever director
of public affairs of the National Galleries of
Scotland four years ago, I realised that the
organisation didn’t know what it didn’t know. I was
charged with the reviewing, coordinating and
developing of the main outward-focused
functions at the Galleries – education, marketing,
outreach, publications, picture library and press.
I’d spent the fifteen years prior to that working in
the performing arts, and was therefore
accustomed to an almost blanket organisational
acceptance of the necessity of that foregoing list
of outward-focused functions. I was surprised by
how much the National Galleries didn’t know what
they didn’t know, particularly about marketing.
The marketing function I reviewed back then in
2000 was in good health. There was an enormous
amount of activity, excellent results and, crucially,
two great members of staff. Between them they
served four Edinburgh-sited Galleries, two partner
Galleries in different parts of Scotland, upwards of
30 exhibitions a year, a world-class permanent
collection, education activity, events, cafés and
shops. A lot.
What they hadn’t had the chance to do was
breathe. And although they knew a quite
phenomenal amount about promotional
marketing, they hadn’t had the breathing space
to put into practice long-term marketing planning
or strategy. We agreed that we had to work
together to change that. Crucially, we agreed that
we had to address the knowledge gap in the rest
of the organisation about strategic marketing and
engender support for embedding a new way of
18 | JAM 14

working. We agreed, in other words, that we had
to market the marketing.
Introducing the concepts of strategic marketing
to an organisation undergoing the fundamental
changes affecting the museums and galleries
sector in the UK today, presented many
challenges. We tackled most of them through
straightforward internal consultation, open
presentations to colleagues, and by constantly
putting the case for comprehensive management
planning, thereby highlighting the role of

Our marketing plans are
organic and are evolving as
we learn more and more
about our visitors.

marketing within organisational policy-making.
We argued for the development of audiencefocused thinking to take root and for the
embracing of the new Scottish political agenda
which encourages arts organisations to address
social issues and to build in cultural entitlement for
all Scottish citizens.
The strategic marketing process at the Galleries
began with a fundamental look at, among other
topics, our positioning, our acquisitions and
collections policies, our exhibition programming
policy, the Galleries’ locations, existing audience
profiles, branding and resourcing. An early
decision taken, as a result of identifying differing
audience profiles in each of the Galleries, was to
implement a new staffing structure in the

marketing department; one marketing manager
and three marketing officers, each of whom would
take ownership of an individual gallery and would
work with that gallery’s curators to develop niche
audiences for that venue.
Once the new staffing structure was in place,
marketing plans were created for each of the
Galleries. These plans fed into an over-arching
marketing plan which addressed the institution’s
corporate and organisational marketing needs.
Each of the individual Galleries’ plans differs in
content,
although
they
are
entirely
complementary. The first-ever strategic marketing
plan for the Scottish National Gallery of Modern
Art, for instance, contains a thorough situational
analysis, defining core product, product surround,
extant visitor data including demographic
information, frequency figures and trends, events
and ticket-selling facilities, earned income reports,
pricing and discount policies. Development of this
strategic plan also included an environmental
analysis, which was initially restricted to
Edinburgh but is in the process of being extended
as the Galleries investigate strategy for the
fulfilment of our national remit. Analysis of the
Gallery of Modern Art’s competitive environment
was undertaken and topics relating to location,
types of collection and visitor facilities were then
mapped. The marketing plan details the findings
of a marketing audit which included a review of
resources, promotional activity, branding and
communications methods.
In-depth SWOT and TOWS analyses allowed
the Galleries’ marketing staff to refine their
strategic thinking about future audiences and the
activities required to reach them. Many of the
issues emerging were fascinating: they often
related to the positioning of the National
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Galleries in relation to each other and frequently
highlighted perceived communications barriers
for potential attenders. Many practical strengths
and weaknesses also began to inform thinking:
the lack of family-friendly facilities, for example,
or the non-city-centre location of the Gallery of
Modern Art and the perceived paucity of public
transport serving it.
Marketing objectives and their related strategies
began to flow from this in-depth work. Many of
the Gallery of Modern Art’s objectives differ from
those of the other National Galleries.
In contrast to the Gallery of Modern Art, the
National Gallery itself, for example, has high-level
objectives within its marketing plan outlining
target increases in overseas tourists.

It’s time to get back to the notion of
marketing the marketing
One of the major successes resulting from the
implementation of rigorous marketing planning
at the Galleries has been the agreement from
many curatorial colleagues that this approach
pays off. Being able to demonstrate to curators
and exhibition planners that new audiences have
been reached or that our family audience has
increased or that culturally diverse visitors have
attended is an immensely persuasive tool.
Our marketing plans are organic and are
evolving as we learn more and more about our
visitors. Outstanding work has been carried out
for the National Galleries by Morris Hargreaves
Macintyre into the profile and motivation of our

existing and potential audiences and this robust
research informs every aspect of our marketing
strategy. It also informs our monitoring
techniques, allowing us to have developed a
vigorous set of performance indicators.
In the last three years since strategy began to be
our watch-word in marketing, we have seen
dramatic results: highest-ever numbers of
attenders in the last calendar year (1.2 million), 8%
average increase in overseas visitors, 4% increase
in non-Edinburgh-based attendances, 156%
increase in C1s at the Gallery of Modern Art and
the average spend per Galleries’ visitor up by 98%.
The future development of the strategic
marketing plan at the National Galleries of
Scotland now sees us drilling down further into
visitor and potential visitor issues; we are
embarking on a programme to examine people’s
motivation for attendance, customer behaviour
within our buildings and the information needs of
our visitors. The results of this work will continue
to inform our organisation-wide strategic thinking
and our marketing objectives and methodology.
The establishment of strategic marketing at the
Galleries has allowed a full range of staff to
engage in evidence-based planning and in
informed decision-making. We no longer don’t
know what we don’t know. More and more now
the marketing staff don’t need to market the
marketing. The marketing seems to be capable of
speaking for itself. ■

Roberta Doyle, Director of Public Affairs,
National Galleries of Scotland
e-mail: rdoyle@nationalgalleries.org
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Delivering partners’ goals through a strategic
approach to marketing

Ben Blackwell, Marketing Manager for Clear Channel Entertainment in Sunderland, describes
the development of their strategic marketing partnership with Birmingham Royal Ballet
There has been a great deal of discussion about the
role and place of commercial theatre within the
UK. Often seen as the opposite end of the
spectrum in relation to publicly funded theatre, the
development of a strategic marketing partnership
between Clear Channel Entertainment at the
Sunderland Empire and Birmingham Royal Ballet
demonstrates the opportunities of working
together to create and develop a thriving
ballet-going audience in the North East.
In 2000, Clear Channel Communications Inc.
merged with the UK’s leading theatre operator
and holder of Sunderland Empire’s management
contract, SFX, to become the world’s largest
providers of live entertainment under the unified
name of Clear Channel Entertainment (CCE).
Over 30 years ago, Clear Channel’s founder, CEO
and chairman of the board Lowry Mays wrote the
Clear Channel Creed. Standing the test of time,
the creed established an operational vision and
mission statement for the company: ‘Clear
Channel is in the business of helping our
customers grow their businesses. We do this
effectively with our wide variety of media and
entertainment products. We believe by
maximizing our customers’ satisfaction, we will
deserve and will earn their continued loyalty. Our
goal is to have long-term, mutually profitable
relationships.‘
In the Sunderland Empire, CCE inherited a
2,000-capacity venue that had admittedly seen
better days. So the company set about evaluating
its core partners to develop a systematic and
focused approach to intensive audience
development. As a receiving house, one of the
jewels in the Sunderland Empire’s product
portfolio was the twice-annual visit of
Birmingham Royal Ballet (BRB). The company
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had been at the heart of Sunderland Empire’s
repertory since 1978 and the question was how
we developed these visits to maximise both
companies’ overall objectives. In the following
paragraphs, I pick out some of the core aims,
objectives and outcomes of this relationship,
categorised according to the conventional 4Ps of
the marketing mix.

Interestingly, qualitative
research at the venue has
shown that first-time ballet
attenders are twice as likely to
book for larger scale
traditional works such as
Romeo and Juliet, Giselle, and
Coppelia after coming to the
art form through a triple bill.

Product
BRB’s mission is to be one of the world’s leading
large-scale international dance companies. It is
committed to achieving this through promoting
outstanding creativity and artistic excellence,
being a model of good management and
practice, servicing a global range of
constituencies and communities to maximize
arts development opportunities, and by
increasing understanding of cultural and social
importance of the arts.
In Sunderland, BRB has established a
successful formula based on both programming
and an innovative approach to pricing. BRB
perform full-length narrative ballets and triple
bills – this maximizes market share by developing
existing ballet attenders’ needs while promoting
shorter contemporary works as a possible bridge
into the art form for potential attenders.
Triple bills allow us to position ballet to new
audiences through carefully planned and
enacted marketing strategies. These triple bills
tend to be shorter works and overcome the
perception of long and potentially intimidating
traditional works. They are promoted as an ideal
way to get a first taste of ballet. Interestingly,
qualitative research at the venue has shown that
first-time ballet attenders are twice as likely to
book for larger scale traditional works such as
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Romeo and Juliet, Giselle and Coppelia after
coming to the art form through a triple bill.
BRB’s commitment to artistic excellence
manifests itself at the Sunderland Empire through
a progressive growth in audience numbers. There
are both consistent repeat bookings and
significant numbers of new attenders.
In 2000, with the CCE / SFX merger, the
Sunderland Empire introduced a new box office
operating system and within four years, the
theatre has nearly 7,000 regular BRB bookers
(based on an eighteen-month booking history).
This is a 50% increase in audience numbers and
a 97% increase in revenue based on first and last
performances since CCE came to the UK.

basis, with the only difference being the creation
(in 2001) of £7.50 tickets for children and £15
tickets for adults. Comparing this pricing
structure to competition in the region sees a
price differential on top price tickets of up to £20
per seat and BRB always stresses that there is no
compromise in the high production values
pursued by the company.

Place
Also in 2000, BRB became the only major
subsidised ballet company to regularly tour to
the North East. This created an enviable position
for the company, giving it a potential audience
that spanned both the existing ballet-going
public in the Sunderland Empire’s traditional
heartland, but expanded it to fill a need that
arose across Tyne and Wear as a whole. Under
guidance laid out by Arts Council England in
2002, BRB adopted the Sunderland Empire as a
strategic venue and its home in the North East.
This move created a new emphasis for the
partnership, underlining a combined joint
objective to develop a centre for world-class
ballet in the North East.

to attendance.

Price
Prior to this (in 1996), BRB took a strategic
approach to ticket pricing when it cut all prices to
£10 on a first-come-first-served basis. Two years
later this policy was adopted on a long-term

We continually strive to build
audiences and to knock
down perceived barriers

Promotion
In practical marketing terms, we continue to use
and develop six key areas of the promotional mix
depending on product:
1. Forthcoming attractions brochures – used to
cross-sell to existing Sunderland Empire
patrons.
2. Direct mail – used to develop relationship
marketing.
3. Outdoor – to promote ballet to new audiences
throughout Tyne and Wear.
4. Press advertising – devised to stimulate
awareness, interest, desire, action (AIDA)
among potential attenders in key target areas.
5. Radio/TV – building AIDA throughout the
region, with paid-for advertising based on
station profiling.
6. Print distribution – cross selling to BRB patrons
through exit leafleting the previous production

and AIDA across the region.
Measuring the results
As a part of Clear Channel, Sunderland Empire
believes it has an obligation to support the wellbeing of our community. We continually strive
to build audiences and to knock down
perceived barriers to attendance. The
investment CCE and BRB have made in
audience development through innovative
pricing, programming and an excellence of
product – combined with strategic marketing –
demonstrate a unique and flourishing
relationship between commercial and publicly
funded art providers. In the last four years of
working together CCE and BRB has increased
the ballet audience by 50% and has seen a 97%
increase in revenue. We’re only part way there
– but so far the results for us both look good,
and we’re both constantly looking for new ways
to develop and market BRB’s product in the
North East.
Sunderland Empire is currently undergoing a
multi-million pound stage refurbishment. It reopens in December 2004. ■

Ben Blackwell, Marketing Manager, Clear
Channel Entertainment, Sunderland Empire
e-mail: Ben.Blackwell@clearchannel.co.uk
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From the inside out

Caroline Griffin considers some of the organisational
barriers to SMP and outlines some tried and tested ways
of negotiating them
Market audit, competitor analysis, gap
analysis, SWOT, PEST, 4Ps, 7Ps … all
phrases that have been known to send a
frisson down the spine of many an arts
marketer.
Even those of us who don’t receive an
adrenaline jolt from the terminology of
strategic marketing might accept that these
are useful tools for assessing the current
situation of our organisation and to help us
plot its future direction. More than that –
we might also accept that an organisation
with a coherent marketing strategy is likely
to be more coherent across its operation and
in the messages it sends to audiences,
partners and stakeholders.
So, why, if both enthusiasts and pragmatists
agree on the benefits of a marketing strategy,
is it often so hard to get an organisation to buy
into it? What can we do to ensure that our
work is adopted by our organisation, and
makes the move from paper to action?
What we might underestimate is just how
strong a feeling of panic and entrapment a
marketing plan can arouse in the very people
we hope to inspire. Instead of seeing a focused
analysis that maximises future growth and
potential achievement, they see unnecessary
strictures. Even worse, sometimes we can be
seen as the evil-doers who consider the arts to
be ‘product’, a commodity to be bought, sold
and consumed like fast food.
Often the impetus for the development of
a marketing strategy is a response to external
demands on an organisation. Trapped
between this business imperative, and the
instinctive desire to be footloose and fancyfree, is it possible that our carefully crafted
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marketing plans are seen as unnecessary
items of bureaucratic torture?
We should ask ourselves: how is our
planning perceived by those people who are
running our organisations? Is the strategic
marketing plan the selective breeding
programme that produces award-winning
bulls, or the electric cattle-prod that keeps
the herd in check?
Are we missing the point?
The discipline of arts marketing has grown
over recent years with the use of marketing
models and techniques drawn from the
commercial sector. There is no doubt that this
approach has made our departments more
effective. However, to match the complexity
of our organisations, it is vital that we
remember that the arts really are different.
The most successful organisations are
those that have taken on board rigorous
financial and business planning, but who
have also maintained their identity as
leaders and innovators in the areas of artistic
excellence and social and ethical priorities.
We are not primarily about generating
income for commercial gain. When thinking
about audiences we think about who they are,
where they come from and how easy they find
it to access our services. So, when it comes to
our planning process it is vital that we reflect
the artistic, social and ethical aims that are at
the heart of arts organisations.
We can address this issue by ensuring that
our strategy reflects the breadth of our
organisational activity. At sampad, our
presented programme is only a small part of
our overall activity. We are currently

developing a strategy that includes the
targets of the education department and our
work in artist development. This approach
helps the whole organisation feel involved in
the marketing strategy, and ensures the
values of the organisation feature alongside
income targets in our measures of success.
Are we inflexible?
Another potentially problematic feature of
marketing strategies is the perception that
they are inflexible. Or that they reflect the
marketing team’s attempt to control the
artistic direction of the organisation by
stealth: by proposing a five-year plan, we can
be seen to be dictating not only the audiences
for the future, but also, by implication, the
potential programme. A double-whammy for
those who find it hard to commit.
Potentially, there is a significant conflict
between the needs of the artistic team to be
able to respond to social change, politics,
artistic opportunities and ideas, with the
marketing aim of a long-term sustainable
approach to marketing and audience
development.
In reality, most marketers in arts
organisations work in the arts because we like
the dynamic nature of the sector and because
we like being involved in something
contemporary and real. We like
performances, events and exhibitions that
bring people together to experience
something collectively. So, while ‘strategic
marketing planning’ just doesn’t sound or feel
like it reflects the reality of such an
environment, most marketers for the arts do
feel comfortable in such an environment.
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Dancers from Anurekha
Gosh Company, musicians
from South Asian Music Youth orchestra

The issue is how we build a marketing
plan that is financially effective, has targets
built on sound predictions, and can offer
direction to the organisation with regard to
sustainable audiences.
To a large extent it is just recognising these
issues that will help in your planning. Where
possible, stick to the bigger picture. Shore up
the central and essential portions of the
strategy, and especially the income-generating
portions of work, against the known aspects.
In doing this you can leave space in the
strategy for exploiting new opportunities and
for pursuing new directions.
In one organisation I worked with, the
artistic director was opposed to
programming to fit brochure deadlines,
preferring a more opportunistic approach.
We found that as long as there was
agreement on long-term aims and on the
ratio of risky versus reliable shows, we could
take a strategic view while also responding
quickly to individual programme items. In
this case, regular assessment of success and
failures, especially with regard to audience
development targets, helped ensure that the
programming maintained a relationship
with the marketing strategy, and vice versa.
Do we market our marketing?
Do we present our strategic planning in a
way that makes it easy for others to accept
and, indeed, enthuse about it?
The traditional marketing strategy begins
with the mission statement and then falls
head-long into the market analysis and
future planning that fit together to produce
a holistic plan. It’s a heavyweight,

substantial document that audits the current
situation, assesses the existing markets and
future markets, assesses the competition and
future developments, looks at modes of
delivery and practical processes.
This analysis is vital to good planning, but
does it provide an entry-point for the range
of individuals on management teams? Or
for the inclusion on agendas most often
focused on artistic and business aims? Of
course, we know that marketing is the route
by which these two things are linked: it is
the process that ensures that income and
audience targets are achieved. However, it is
the top-line impact of your analysis on the
organisation’s ability to deliver to its aims
that is of key relevance here. A plan that can
pull out key findings, and relate them
directly to the concerns of the management
teams are much more likely to be
understood and therefore implemented.
So, unlike O level maths, one option is to
‘hide the working’. Deliver answers and
solutions together, and keep the analysis in
the supporting documents or appendices.
Enlist the help of different individuals in the
organisation for relevant sections of the plan.
Be confident in your conclusions, solution
and action focused in your summaries.
Think about presenting the financial
elements of the plan independently. This
will allow the management and board to
relate the plan directly to their business’s
planning, and this will build confidence in
your conclusions and ideas. Additional
activity, e.g. audience development projects,
can be presented separately which will make
it easier to promote them, and to retain

flexibility within your own planning.
Avoid using marketing jargon and
language that might arouse instinctive
cynicism about marketing process and the
commoditisation of the arts. Similarly, use
models and diagrams sparingly, unless you
know that the people you are working with
genuinely find such things useful tools for
structuring their thoughts.
This approach is being particularly
effective in my current role. At sampad there
is a commitment to working strategically,
but with little historical central focus on
marketing, bringing the plan together
involves the whole team. By working with
individuals at the point at which they
contact with the marketing operation, and
by working on discrete areas of the plan at a
time, it has been possible to pull together a
plan with input and buy-in throughout the
organisation.
Are we obsessed with paper?
The big question that this discussion leads me
to is: do we even need a marketing strategy?
Often, unfortunately, the answer is yes. Only
a fully developed, wide-ranging and thorough
document will serve to raise necessary
funding, or to fit into the organisation’s
portfolio of management policy.
In the real world, though, maybe the
marketing strategy is less important than a
strategic approach to marketing. ■
Caroline Griffin,
Audience Development Projects Manager,
sampad – south asian arts
e-mail: caroline@sampad.org.uk
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With so many books available on strategy, strategic marketing, and strategic
marketing planning, it can sometimes be a challenge knowing where to
start. We’re reduced to behaving like kids in a sweetie shop.
Fortunately I’ve found the following three books to be invaluable in
explaining the underlying notions of strategy and strategic marketing, as
well as the panoply of tools that can inform planning processes.

And if you are looking for a text that has an almost encyclopaediac coverage
of the tools of strategic marketing planning, you could consult Strategic
Marketing: Planning and Control by Graeme Drummond and John Ensor
(2001, second edition, Butterworth-Heinemann / CIM, paperback, £18.99,
ISBN: 0750652365).
Stephen Cashman, guest editor

A stunningly comprehensive insight to the ten possible perspectives on
strategy is provided by Henry Mintzberg, Bruce Ahlstrand and Joseph Lampel
in their book Strategy Safari: A Guided Tour Through the Wilds of Strategic
Management (2001, Financial Times / Prentice Hall, paperback £21.00, ISBN
0273656368). By turns insightful, witty and well-furnished with diagrams, this
is a striking introduction to the many aspects of strategic thinking.

Other useful books on these subjects include:
Stephen Cashman, Thinking BIG! A Guide to Strategic Marketing Planning
for Arts Organisations (2003, AMA, £15, ISBN1903315069)

If strategy applied to marketing is your big thing, then Marketing Strategy
& Competitive Positioning by Graham Hooley, John Saunders and Nigel
Piercy (1998, second edition, Prentice Hall Europe, paperback, £25.00,
ISBN 0133712253) offers a plethora of powerful thoughts ranging from
the generic structure of strategic marketing plans right through to the
technical nuts and bolts of informing market segmentation with the
technique called ‘cluster analysis’.

Paul Fifield, Marketing Strategy (1993, Butterworth-Heinemann / CIM,
ISBN 075061711X).

Peter Doyle, Marketing Management and Strategy (2001, Financial Times /
Prentice Hall, ISBN 0273651501)

Then lastly, if you have been inspired by Jane Eggleton’s thoughts on strategic
punctuation (and weren’t one of the many people who made it last Christmas’s
‘must buy’ book) there’s Eats, Shoots and Leaves: The Zero Tolerance Guide
to Punctuation by Lynne Truss (2003, Profile Books, 1861976127).
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