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Developing audiences – everybody’s at it and funders can’t get
enough of it.  But are we really sure what it is?  Do we need to
have a collective definition or can we simply decide within our
own organisations what we believe it means?  Heather
Maitland writes about this very issue (page 23) and includes a
list of texts from her recent Arts Research Digest article to help
us make up our minds.   

JAM also looks at some of the ways we ‘do’ audience
development with case studies from Chapter in Cardiff, MAMAS
in Australia and Tate.  There are features from Ivan Wadeson who
discusses arts marketing versus audience development; the same
but different? (page 4), Maddy Morton who describes the recent
Not for the Likes of You project and the outcomes (page 7) and
Andrew McIntyre explains a new integrated arts marketing
management system, Audience Builder (page 18).

Writing this in the summer it seems appropriate that David Dixon has taken his goat surfing in What
Gets My Goat on page 17 and we share a Day in the Life of Anita Dinham as she prepares at this time to
take on her new role as diversity manager at Audiences Central.

We hope you like Jammin’ too!

The AMA’s tenth annual conference, How Does Your Garden Grow? – developing audiences for the
Arts, held at the Belfast Waterfront Hall in July 2004, in partnership with the Guardian, the Observer,
Guardian Unlimited and sponsored by tickets.com, supported by the Arts Council of Northern Ireland,
Belfast City Council, International Fund for Ireland and the Northern Ireland Tourist Board, was the
biggest yet with over 460 delegates attending. 

‘It was my first time to attend the conference and I learnt so much. It was difficult to secure the time
and resources to allow me to attend but I feel it was a really great investment. I have come back to the
office inspired and invigorated and bursting with new ideas about how we can do things better, more
efficiently and easily. I can't imagine the work that went into making it all run so smoothly and creating
a wonderfully friendly and relaxed atmosphere that was really conducive to learning and meeting new
people.’  Rachel Horan PR and Marketing Manager, Mermaid Arts Centre, Bray

The conference report, including all the seminars and key speeches, is now available for AMA
members to download for free from the AMA website at www.a-m-a.co.uk. 

Make JAM for the AMA

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. 

We’re Jammin’
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Sticky moments

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

will try to come up with a solution!

Q: I am a marketing officer in a small-scale venue, and we want to develop attendance from people with learning
difficulties. I realise that I know nothing about this, and worry about my ignorance and potential to patronise.
How do I communicate effectively with people with learning difficulties in terms of our print and our website?
What can we do to make the venue welcoming and accessible? What do I need to know to do this well?

A: What you really need to know is that you could be about to strike gold in terms of audience loyalty, but to
achieve it you need one magic ingredient – the total support of your entire venue staff from your box office
to your trustees to your catering team. Encouragingly, you imply that it has been a strategic decision to target
people with learning disabilities and this means that everyone is on board already. With everyone working
together, you can genuinely reach out to that missing section of your audience, and by making small changes
to your overall approach you will probably be improving the experience you offer to all of your audiences.

The best possible way for you to overcome your fear of being ignorant or patronising is to get advice
from people with learning disabilities. Get in touch with a local learning disability arts or advocacy group,
go along to meet with them and share your plans. Maybe you could invite a couple of people with learning
disabilities to act as advisers to you? You may find them interested in taking on an ambassador or work
placement role in the future, giving you a vital grass-roots link, and giving people with learning disabilities
a place within your organisation.

So, now you have the support you need to make change happen, where to start? Probably not with your
print or website. First and foremost you need to look at the attitudinal access of your venue, so it's a place
people want to be in when you get them there. Encourage your trustees to make disability equality training
a priority for everyone in your organisation, and make sure the training covers more than physical access. 

Make some immediate adjustments that you can afford – provide and advertise a box office phone
number that goes directly to a person, not a push-button system, for at least part of the day, and make
large laminated signs indicating key things like tickets, toilets and bar with pictures to illustrate. Other
audiences may find these fun and helpful too, and next time you have a venue facelift these features
can be built organically into the new designs. 

Build up your mailing list of day centres, training courses and other services provided to support people
with learning disabilities. Your local authority's learning disabilities team should be able to give you contact
lists. You won't reach everyone with a learning disability through these institutionalised routes, but it's a
good way of getting the word out. Make sure you use easy words in a big font and as many pictures or
symbols as you can in any letter you send, and bear these ideas in mind when you are designing your next
print or updating your website. 

These are the foundations that you can lay to make your venue more welcoming, and they will go a long
way on a tight budget. With the whole team making the changes together though, you may find that soon
you will start to consider issues such as programming and employment, so that your new audience gets to
see people with learning disabilities working as artists and as part of venue staff in the future. �

Clare Thomas, Communications Manager, Heart 'n Soul e-mail: clare@heartnsoul.co.uk

After an extensive period of consultation and
the formulation of a a business plan and an
economic appraisal by ACT Consultant Services
in late 2003, the Arts Council of Northern Ireland
is now proceeding with plans to establish an
audience development agency (ADA) for
Northern Ireland.

It will be the first time that such an audience
development agency has been developed to
cover the entire geographical remit of a UK
Arts Council and open up new opportunities
for cross-border working with our colleagues
in the Republic of Ireland.

Its establishment will also coincide with the roll-
out of computerised ticketing systems to nearly
all the arts organisations across Northern Ireland
that regularly attract attendees. All the systems will
then link to artslistings.com, the all-Ireland arts and
entertainment guide, enabling both residents and
tourists to book online via a central portal.

It will be the responsibility of the ADA to
manage the roll-out of the ticketing systems
plus the integration portal and a data polling
service, which will collate depersonalised
market intelligence from each ticketing system
into what is to be known as a virtual data
warehouse. The availability of such extensive
and constantly updated market intelligence will
certainly be a real ‘jewel in the crown’. 

Alongside the ticketing-related services, the
ADA will also deliver other services such as an
arts ambassador scheme (supported by Test
Drive the Arts) and a market intelligence officer
to evaluate and analyse the data, and the Mosaic
classification system for Northern Ireland. �

Andrew Muir, Project Manager, Arts Council
of Northern Ireland amuir@artscouncil-ni.org

Spotlight on
Audiences
Northern
Ireland
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It’s not a great Hitchcock movie but it
provided the title for a presentation I gave at
the AMA annual conference in Belfast this
July (2004), based on an earlier presentation
at the AMA 10th birthday conference. I
particularly find the tagline for the film useful
when considering audience development: ‘the
trouble with Harry is that he’s dead, and
everyone seems to have a different idea of
what needs to be done with the body’.

I do not think it is dead but here are my views
on what we do with the audience development
‘body’ and how it relates to arts marketing. In
the conference breakout session I proposed:
1. No common definition of audience

development exists – but equally there is
no common or consistent definition of
marketing or indeed arts marketing. (It is
also difficult to spot the differences in some
circumstances between arts marketing and
audience development.)

2.Without these definitions and with the
influence of other factors there is a usage of the
phrase which has become highly politicised: it
suggests using the arts to tackle social
exclusion. Or at least to attract attenders and
participants from under-represented groups.

3. This is problematic because in some cases
it has been a top-down approach (with
crude targets attached) which also does not
take into account that some arts
organisations are insufficiently resourced
to carry out their artistic and financial
objectives, let alone any social ones.

4. This is a narrow interpretation of audience
development; I believe that arts marketing
and audience development should be,
ideally, interchangeable terms.

Taking these points in turn:
The recent article by Heather Maitland in Arts
Research Digest 31 (Audience Development: A
Literature Review) cites 90 different
publications or articles that consider audience
development (also see page 23 of this issue of
JAM). Despite the wealth of sources there is a
problem: ‘[audience development] is a
frequently used term within the subsidised arts
sector … it is remarkable therefore, how much
of the research on the topic concludes there is
considerable confusion about what it means’.

This is not necessarily a problem: there are no
definitive definitions for disciplines such as
marketing which have been about for much
longer. Marketing can be defined as a process, a
management orientation or a philosophy.
Compare any two definitions of marketing or of
arts marketing and there will be differences.
However, audience development definitions
cover a wide spectrum.They include those that
suggest it is about breaking down barriers; about
participation; about education and cultivation of
knowledge in an art form; about broadening
audiences for the arts in general or attracting
first-time visitors specifically; or about using the
arts to improve social cohesion. With such a
plurality of meanings we, as arts practitioners,
need to be clear on our own personal definition
especially when we are discussing this issue with
funders, local authorities, boards and manage-
ment committees and other stake-holders, who
may have other, specific interpretations.To test
the notion that arts marketing and audience
development might not be too different, at the
presentation I gave four examples of arts projects
from Greater Manchester. In brief these were:
• the Royal Exchange Theatre extending its

What is audience development?
Audience development is a planned
process which enhances and broadens
specific individuals’ experiences of the arts
(Heather Maitland, Guide to Audience
Development, 1997 and 2000). Audience
development is a broad term and at times
that has contributed to a lack of consensus
about what it means. Some people have
even used it as a short hand for 'developing
new audiences for difficult work',
contrasting it with what they call 'bums on
seat marketing' and I call retaining
audiences for existing work.

Should all arts organisations 
develop audiences?
Yes, they should. Art might exist without an
audience, but arts organisations don't.
However, 'developing audiences' does not
mean placing an equal amount of effort
(time and money) on each of the aspects of
audience development given above, nor
does it mean every arts organisation
appealing to absolutely everyone in equal
measures. Arts organisations need to be
clear about their social, artistic and financial
objectives and maintain this clarity when
choosing strategies to develop audiences.

JAM | FEATURE

Ivan Wadeson grapples with audience development versus

arts marketing

Q&A

The trouble with Harry
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season ticket scheme to include the studio
as well as the theatre for the first time when
a series of themed productions across both
spaces were programmed

• the BBC Philharmonic playing a specially
commissioned piece, Barry Russell’s Super-
market Symphony, at Asda in Harpurhey,
Manchester 

• the Lowry at Salford Quays extending the
opening hours of the galleries to allow
theatregoers to visit them pre-performance

• the Manchester Museum setting up a
Community Advisory Panel to incorporate the
views of diverse communities on all aspects of
the museum’s work

Asking people present to say whether they
thought each one was arts marketing,
audience development, neither or a bit of
both, was an illuminating exercise. Across
the four examples there was hardly any
consistent agreement. Even the view that all
four were ‘a bit of both’ was in the minority.
Now it may be that if I gave each arts
organisations’ objectives, whether artistic,
financial or social, for each example, there
may have been a higher degree of consensus.
However, at face value this was not the case.
Whether there is a definition or not, I think
most people will agree that the phrase
‘audience development’ has been politicised.
Here is an extract from the introduction to
Policy Action Team Report 10 (1999), a
report on how to maximise the impact on
poor neighbourhoods of government
spending and policies on arts, sports and
leisure: ‘arts and sports bodies should
acknowledge that social inclusion is part of

their business [my italics]. Equally, area
regeneration schemes should explicitly
incorporate arts and sport in neighbourhood
renewal.’

Then consider the DCMS objectives and
targets as outlined in the public service
agree-ment (PSA) between the Treasury
and DCMS:

DCMS 2003-06:SERVICE DELIVERY AGREEMENT

Objective 1: Increase participation in culture
and sport and develop our sectors. Within this
objective we have two strategic priorities:
1. Enhance access to a fuller cultural and sporting

life for children and young people, and give
them the opportunity to develop their talents
to the full

2. Open up our institutions to the wider
community, to promote lifelong learning
and social cohesion

In order to meet these objectives, targets for
the arts and cultural sectors within the wider
community include:
1. Build on current work by Arts Council England

targeting disabled people, Black and ethnic
minorities and socially excluded groups, to
increase the take-up of cultural opportunities

2. Increase by 8% by 2005/06 adult C2DE
visitors to DCMS-sponsored national
museums and galleries

3. Attract a total of 500,000 visits to regional
museums by new users, predominantly
from social class C2DE and ethnic
minorities by the end of 2005/06

4. Attract a total of 100,000 visits by new users
to the historic environment

Why does it matter?
Cynical answer: because it matters to
funders, and funders fund many arts
organisations.
Business answer: because it makes good
sense to have a plan for creating and
keeping customers. 

Every audience development project
seems different. Can you explain
what I should do in a straight-
forward way? 
There are only two things you can play with
– what your organisation does and who it
does it for. This means you have four
choices and this year's AMA conference
used an adaptation of the Ansoff directional
policy matrix (Thinking Big, Cashman,
2003) which sets those choices out clearly:  

Product 
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Programme 
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Market
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Retention
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The recent spending review has brought a new
set of targets (downloadable at www.official-
documents.co.uk or www.culture.gov.uk). To
compare these targets for England with those
of Wales and Scotland are some of the relevant
documents (and documents relating to
Northern Ireland will be published in the
autumn) - see top of this page.

These documents, especially the public
service agreement 2003-06 between DCMS
and the Treasury for England (download at
http://www.culture.gov.uk/global/publicatio
ns/archive_2002) set out some crude, quanti-
tative targets for the arts and heritage sectors.

I would suggest that while these object-
ives are specific and timetabled they are not
achievable and realistic and it could be
argued they are not measurable (who is
holding the benchmark figures to which the
increases are applied?).

So this is one problem with ‘audience
development’ – it has been (politically)
interpreted as bringing new/additional/under-
represented attenders and visitors into the arts,
and has been done so top-down with some
crude and unhelpful targets attached. This
definition of audience development is doubly
problematic because some arts organisations are
simply not adequately resourced or skilled to
tackle these targets yet – and this makes
‘audience development’ such an emotive and
debated issue.

I do not believe that the politicians in
general or New Labour in particular are solely
to blame. I think some blame lies with the arts
itself on two counts.The first is that the debate
over whether the arts exist for their own sake
or whether they impact on other agendas

(which has been going on for nearly 40 years)
has not been shaped or countered successfully
by the arts as an industry. We have been saying
the arts are good for you but we have not been
able to prove it. Now in an era of evidence-
based policy-making when we are asked to
prove our worth and justify our subsidy – and
particularly against social agendas – we lack
the language and the evidence to do so and are
not sufficiently resourced or positioned to shift
the debate. (However, the Tessa Jowell essay
‘Government and the Value of Culture’ earlier
this year suggests a powerful ally in this fight.)
This means that audience development, which
should belong to us, which should be our term,
has been co-opted by others for political
purposes.

The second area of blame is closer to home
– the narrow interpretation of arts marketing.
Often with genuinely good intentions and
with meagre budgets, arts marketing has
focused on retention and existing customers,
on just the first box in the Ansoff Matrix. As
one arts marketer I canvassed for views in
preparing the presentation put it: ‘We’ve got
lazy about using “marketing” only to mean
“selling existing product to existing audiences”
… The problem [with trying to separate arts
marketing and audience development] is that
it is has the potential to stop marketing
managers from thinking about those other
three boxes [of the Ansoff Matrix]. If it’s called
something else then it might be someone else’s
problem (like education).’

Which leads me to my final point and to my
personal definition – that ideally arts marketing
and audience development should be synony-
mous, they should cover the same ground. To

me, arts marketing works across all four boxes
on the Ansoff Matrix: it encompasses strategies
for retention and market penetration, for cross-
selling and up-selling, for attracting new
attenders to existing products; and ultimately,
for those arts organisations able to, for
diversification and for attracting new attenders
through new product offerings. Equally,
audience development should not be restricted
to new attenders or to socially excluded new
attenders; it should also cover deepening the
regular attenders’ appreciation of the art form
and encouraging occasional visitors to come
more often.

You may not agree with my view that
audience development and arts marketing
should be synonymous. However, make
sure you are clear about your own
definitions of both terms and the
relationship between them. Without
common consensus and without agreed
definitions, the need for clarity in using
these phrases, particularly with local
government, funders and external agencies
who may have different interpretations, is
of vital importance. If we as an industry,
even on an individual-by-individual basis,
are clear about the meaning or meanings of
phrases that really should belong to us, it
will be so much more difficult to have them
appropriated or taken away. �

Ivan Wadeson, 
Chief Executive, Arts About Manchester 
e-mail ivan@aam.org.uk

6 | JAM 15
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http://www.wales.gov.uk/subiculture/content/art/acw-letter-e.htm
http://www.wales.gov.uk/themesbudgetandstrategic/content/neds/winningwales-refresh-e.pdf
http://www.scotland.gov.uk/library5/government/aer06-06.asp
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People in the arts sometimes worry that if they take access seriously
it will be very hard work, it will all be very worthy (for which also
read dull and boring) and the artistic product will suffer as a result
of 'dumbing down'.

The Not For the Likes of You (NFTLOY) project revealed that
these fears are unfounded. It showed that organisations that
reposition to reach a broader audience are exciting to engage with –
for staff members, for audience members, for anyone. And their
experience is that, far from suffering through repositioning, their
product gains new life, vibrancy and meaning.

Not For the Likes of You was jointly commissioned by Arts
Council England, the Museums Libraries and Archives Council, the
Heritage Lottery Fund and English Heritage and was undertaken
by a team of consultants from Morton Smyth. Our brief was to
analyse organisations that have successfully attracted a broader
audience as a consequence of wholesale repositioning and to identify
the key success criteria: the specific things they do that really make
the difference, and that can be taught to others. We worked for over
a year with 32 cultural organisations, some of which had already
repositioned and some of which wanted to do so. And this is what
we found.

What you need to believe and embody
Looking at organisations that have repositioned, and now attract
much broader audiences, the most important thing they have in
common is a really strong sense of respect and trust for audiences
and staff alike. They assume their audiences know what’s good for
them and engage with everyone in an open and non-patronising
way. They also assume that people are capable of more than they (or
we) think they are. Both staff and audiences are encouraged to grow
and develop as individuals.

They believe everyone is creative and artistic judgement is not the
preserve of a chosen few. Ideas are encouraged, sought out and acted
upon – at all levels inside and outside the organisation.

And their mental orientation is outward. As one participant put
it, ‘we’re about people, not art’, and as another expressed it, ‘we offer
experiences, not shows’.

Maddy Morton looks at what really makes

the difference in audience development 

Not for the likes of you

These organisations are curious

about people to the point of

nosiness. They seek profile

information and opinions from

their audiences wherever they

can find it – quantitative

research, qualitative research,

their own customer circles,

hanging around the foyers and

cafés everywhere
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What to do internally
The core finding of the project is that successful organisations model
internally what they wish to express externally – in other words, to
have the best chance of being open and inclusive to audiences you
need first to be open and inclusive with staff.

Successful organisations model openness and inclusion internally
in six main ways. They:
• develop specific kinds of leadership behaviour;
• create effective multi-disciplinary teams;
• think about audiences first;
• bring education and marketing closer to management;
• hire a broad range of types of people; and
• promote a people-centred, 'can do' culture.

The leaders themselves vary enormously in terms of character,
personality and style, but they all display specific kinds of behaviour,
including: a clear vision communicated to all, active listening, setting
high standards, managing risk and mistakes, using a range of leadership
styles, using and developing the 'whole person' – and sticking at it.

The cornerstone of the way these organisations work is the use of
multi-disciplinary teams to work on product and key issues – which
brings in multiple viewpoints, promotes broad trust and
understanding and gives broad access to core decisions. And these
teams are not 'committees' or talking shops – they have real
delegated authority, which creates strong ownership of the work.

They put audiences first in their thinking, planning and
discussions at all levels. Reflecting this, they see education and
marketing as critical to the organisation's health and success and
bring them as close as possible to senior management. They also aim
to hire a broad range of people (wherever possible, representative of
the audience they want to reach).

The culture and ethos of these organisations is people-centred.
Personal development is a priority and the emphasis is on fitting the job

to the people, not
the people to the
job. Staff are given
opportunities to
grow by trying new
things, and are
supported in de-
veloping the skills
and confidence to
do so. There is also
no blame – mistakes are seen as learning opportunities (as one leader
put it, ‘I know I'm going to make at least six mistakes a day, so why
should I expect anything different from my staff?’. The result is a
palpable atmosphere of ‘can do’.

What to do externally
The second main insight of the NFTLOY project is that successful
organisations make an effort genuinely to connect with people on
their own terms. They do this in seven main ways. They:
• engage with and involve audiences;
• devise specific product that says 'it is for the likes of you';
• define benefits of attending that actually mean something to the

uninitiated;
• make links with known culture;
• use the language of the audience;
• make newcomers welcome; and
• invest in customer service.

These organisations are curious about people to the point of nosiness.
They seek profile information and opinions from their audiences
wherever they can find it – quantitative research, qualitative research,
their own customer circles, hanging around the foyers and cafés –
everywhere.They ensure that all staff interact with audiences – officially

‘An exciting and valuable

experience, both personally

and professionally – it has

helped, focused and re-

assured us and will help us

get through capital

development over the next

two years.’

Dan Bates, 
West Yorkshire Playhouse

‘NFTLOY has been such a

positive experience: time and

space to think and a new way

of thinking about audience

development which seems

really meaningful and can

potentially benefit all visitors.

The practical (and very

creative) nature of the

seminars have made them

some of the most useful and

enjoyable I've ever attended. I

feel like this is just the

beginning of something

rather than the end.’

Deborah Dean, 
Angel Row Gallery

‘We imagined the NFTLOY

initiative could help us with

our brand development but it

has had a much more

fundamental effect

on the whole organisation.

The project  has inspired us to

take a much  more holistic

approach to attracting  and

welcoming new visitors.’

Kate Farmery,
Manchester Art Gallery 



JAM 15 | 9

FEATURE | JAM

and unofficially – not just the marketing team.
And they respond to feedback they get. Indeed,
many involve audiences in decision-making –
which informs and motivates staff, generates
audience involvement, creates ambassadors and
commits them to deliver.

To show they mean business about access, they create 'banners' in
the product range – specific product that is devised especially to
‘break the trance’ and get on the public radar, spark curiosity (even
controversy), convey and affirm ‘this could be for the likes of you’
and provide a platform for meaningful audience interaction. And
they budget this product accordingly, not setting high income targets
because it's 'popular' but recognising its role in audience creation
and budgeting low.

They realise and understand that what we think are the benefits
of attending cultural venues and events might not mean much to the
uninitiated, so they seek out ways of expressing what they offer that
do connect with people.

To create links with known culture they prioritise general rather
than specialist press coverage, collaborate with mainstream and/or
surprising partners (to stimulate a reassessment) and use familiar
references in product, copy and interpretation.

In terms of language, they interrogate their own internal
assumptions about what they're writing and saying, avoid what’s off-
putting (like the words ‘arts centre’ and ‘museum’!), use plain, even
colloquial, English or other languages as appropriate, use sign-posting
and different 'levels' of information for different people, exploit all
known cues and are honest (people know when they’re being sold to).

As any good sex therapist will tell you, it is
very difficult to enjoy something unless you
are relaxed. Successful organisations
recognise this and work hard at helping first-
timers to feel at home in their organisation.
They recognise that a newcomer has a
heightened awareness of the ‘basics’ and
concentrate on getting these right. A notable
example of this mission is that they view key
services like catering as access tools rather
than income generators, and design and
budget them accordingly.

Overall, they take service very seriously,
recruiting people who like people (as

opposed to ambitious students who'd rather be doing something
'better') and who can therefore interact naturally with the local
(broad) audience and involving all staff in service issues.

And finally …
You might be thinking that this all sounds like some fancy
management theory. But it isn't theory – it's what we observed.
People are doing this now. It does take time to implement, but it isn’t
necessarily costly and it seems to be a great deal of fun (and hugely
satisfying) for those who take on the challenge. All it really takes is
the will. So let's go for it.

The ‘Not for the Likes of You’ report can be downloaded from
Arts Council England’s New Audiences website:
www.newaudiences.org.uk or www.mortonsmyth.com 

Maddy Morton,
Morton Smyth Ltd,
e-mail: maddy@mortonsmyth.com 

‘NFTLOY has been really

useful because it is based on

taking practical steps – not on

an airy-fairy theory.’

Lucy Wells, The Courtyard

‘Dull, stuffy, elitist arts

organisations WLTM vibrant,

passionate, excited audiences

… read NFTLOY for more info.’

Sarah Gee, CBSO

‘NFTLOY can offer a new

approach in terms of finding

ways to make libraries,

museums and archives look

outward and recognise their

role as creative cultural

organisations. The processes

and principles are

transferable and relevant

across all types of

organisations and challenged

us to think of the potential of

the archive in a new and

different way.’

Annie Mauger,
York City Archive

‘An opportunity to focus on

what our organisation can

realistically achieve – small

steps forward with tangible

results, enthusing everyone

about the impact they can

make.’

Vicky Biles, Hampstead
Theatre



Developing new audiences is central to four of Tate’s strategic aims:
• develop new audiences within and beyond the galleries;
• create new means to reach new audiences;
• visitor audits to inform Tate’s approach to improving future visitor care; 
• create new ways into Tate through their programmes – both large 

and small scale.

Here are three case studies which illustrate how Tate are doing it.

Late at Tate Britain  
Tate Britain lost a lot of younger visitors during the re-branding which
happened at the time of the opening of Tate Modern. The perception was
that Tate Britain was stuffy and boring compared with Tate Modern. ‘Late at
Tate Britain’ aimed at appealing to a younger audience and at attracting the
local community and businesses. On the first Friday of every month young
people are invited to the gallery – it’s the only time the gallery is open after
6pm. These visits are accompanied with live music and alcohol and the price
of exhibitions on those evenings is halved. 

The marketing department set a budget of just £150 to get people in. Flyers
were printed which were handed out on the streets, posters and postcards
were distributed to community groups, businesses, local cafés, bars and
university campuses and one tiny advert was placed in Time Out. In two years
a regular visitor base of 3,000 has been built up, 80% of whom had not been
to Tate Britain before. The perception of Tate Britain has altered within the
target market, and it has attracted sponsorship. There are plans to roll this out
throughout the Tate outlets.

Raw Canvas  
The objectives of the Raw Canvas project were to:
• enable young people to perceive and understand art in their own right;
• encourage intellectual access and break down elitist stereotypes; and
• target a traditionally difficult age group (13–24).

The inspiration for this project came from the words of Cicero: ‘if you want to
persuade me, you have got to think my thoughts, feel my feelings and speak
my words’. The ‘product’ of Raw Canvas was a combination of workshops,
drop-in, all-day events, debates, and practical activities such as DJ try-out
sessions, video production and print-making all linked to Tate collections or

exhibitions. A youth advisory team of volunteers was recruited, aged
between 15 and 23, who undertook a 14- week training course. The advisory
team shaped the programme and communications and created a Raw Canvas
sub-brand.

In terms of marketing, the volunteers wrote the copy in the appropriate tone
of voice for their own age-group and created club flyers which were mailed
out to schools and colleges. They helped create a website and sent out
monthly e-mail updates. Each advisory group member also acted as an
advocate recruiting new young people to the project.

As a result, 3,400 people participate in Raw Canvas every year and the age
group feels welcome in the gallery. As well as creating a new set of advocates
for Tate and art generally, the volunteers’ personal CVs are strengthened by
involvement in the project.
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Will Gompertz, Director of Communications at Tate, describes several projects that have 

developed new audiences for Tate 
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Tate Modern © Tate Photography/Andrew Dunkley

Developing audiences at Tate
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Turner and Venice  
This main show was programmed at Tate Britain in autumn 2003. The
combination of one of the world’s best-known artists and one of the world’s
favourite cities was a clear, simple and popular programming choice. Target
audiences were first Tate Heartland – over 45-year-old ABs living in London
and the South East, and second, the more difficult Cs/Ds in London and the
South East, families and London/urban 25–35 ABC1 singles. The message was
that this was an accessible, must-see, blockbuster. This warranted a serious
budget (our main sponsor was Barclays) which allowed for planning both above
and below the line activity. However, partnerships were also concentrated on
to get as much free coverage as possible. Media, promotional and retail
partnerships were formed using the collateral of the sites, the website, Tate
magazine and educational and interpretation output. 

Tate’s media partner was Associated Newspapers; the Daily Mail was an ideal
choice to target the C1s to Es and promotions were targeted at different
groups: for example, advance tickets were targeted at older people and free
prints at younger people. Specially programmed events such as Readers’
Evenings attracted first-time visitors from as far away as Manchester. The
Evening Standard was helpful in targeting the 25–35 year olds. Results of this
partnership were impressive; there was a significant uplift in advance ticket
sales and high recognition of the show from the target groups. 

In partnership with sponsor Barclays, Tate programmed a Venetian Carnival
day for families. The building was dressed in Venetian carnival style by set dressers
from the National Theatre and actors from Commedia del’Arte were roaming the
building doing acrobatics. In addition, Pizza Express came in with ovens and
taught children how to make pizzas. Fifteen thousand people attended. 

Other partners included Caffe Nero where there were point-of-sale
marketing materials and the Association of Train Operating Companies
(ATOC) which enabled heartland stations to be plastered with posters. 

In summary 
Tate’s success at developing audiences comes from the fact that they put
art and artists at the centre of everything they do. They are driven by a fresh
eye and an independent spirit with a conviction to think about, collect,
conserve and present art in a way that challenges and explores their view
of the world. They aim to deliver an experience that invites, engages,
stimulates and surprises whilst increasing knowledge, appreciation and
understanding of art.�

These case studies are taken from the keynote speech given by Will
Gompertz, Director of Communications at Tate, at the AMA Museums and
Galleries Marketing Day, Tate Modern, February 2004. A full copy of the
speech and the report are available for AMA members to download for free
from the AMA website at: www.a-m-a.co.uk/publications.asp 

Specially programmed events such as Readers’ Evenings attracted first-time visitors from as far away as

Manchester. The Evening Standard was helpful in targeting the 25–35 year olds. Results of this

partnership were impressive; there was a significant uplift in advance ticket sales and high recognition of

the show from the target groups

Tate Liverpool © Tate Photography Tate Britain Photocredit: Tate Photography

Tate St  Ives © Tate Photography
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Whether it’s as the butt
of a Michael Moore joke
or the thing that makes
you drive miles out of
your way to fill up with
petrol, everyone’s
experienced the power
and the pull of those
little bits of plastic called

loyalty cards. The supermarket sector has long
been an advocate: ‘Dropping the card is
inconceivable’ says Tesco, while the multi-outlet
card Nectar, launched by Air Miles founder Keith
Mills, continues to go from strength to strength. Of
course the supermarkets are interested in more
than loyalty; in addition to tying customers into
their brand the cards give them a wealth of vital
information about individual shopping habits. But
would a similar card work in the arts and would it
work in the particular market circumstances in
which Chapter found itself in 2003? 

Chapter is known equally for its innovative,
mixed programme of performance, visual arts
and film. But, encircled by four cinema
multiplexes, hit by a changing pattern of film
distribution and a no-holds-barred price war
raging in the city centre, we were asking our
cinema audiences to wait longer and to pay more
to see the latest independent releases. We
needed a new weapon to fight the bigger
presence, bigger budgets and bigger clout of the
likes of the UGC.

Some rudimentary research showed that,
despite a late 1990s dip, loyalty cards were still
big business. In the summer of 2002, Sainsbury
had revealed the value of a successful loyalty
card scheme by admitting that the loss of its Air
Miles offer to rival supermarket giant Tesco had

seriously hit its sales growth. On the other hand,
the market research agency Mintel in a survey on
shopping habits had concluded that there was
mixed evidence that loyalty cards really do
promote loyalty or attract new customers.
However, they stated that the unquestionable
value of loyalty cards was in the data they
generated for the stores about what customers
bought and how much they were spending. We
had to ask ourselves, would our audiences prefer
straightforward product offers at low prices and
also, would a potential downturn in the economy
make them more sensitive to price than to
loyalty? Basically, would it work?

For Chapter the discount/lower price route was
not the answer. Sure, our audiences would
probably prefer pounds in their pockets today
rather than points tomorrow but we already offered

excellent value for money and with the multiplex
war already spiralling prices down to all tickets,
every day at £3, we needed a different solution.

Our objectives were clear. First, we needed to
increase the quality and quantity of data capture
from our cinema audiences. The culture of
purchase is significantly different among cinema
attenders. They buy late, often with cash rather
than credit and are less prepared to give you
their details. 

In an environment of increasingly complex
customer relationships we also wanted to
communicate more effectively and more
appropriately with our audiences; rewarding
them for waiting to see a film at Chapter and for
paying more to see it. So we made sure that our
loyalty card application form asked for more
detailed information about the customer, letting
us communicate with them in their method of
choice (letter, e-mail, phone, text) and also in the
language of choice. In bilingual Cardiff we work
in English and Welsh. As importantly, we wanted
to combine the use of a loyalty card with other
tools to develop audiences for more difficult parts
of our programme – parts of the programme that
clearly differentiated us from our competitors.
Loyalty cards gave us the opportunity to use the
simple device of double points to reward risk
taking and encourage audiences to dip their toes
into the waters of a more adventurous
programme. Special promotions give points on
purchases at the gallery shop and on special lines
in the bar and café. 

We also wanted to use the loyalty card to
expand brand personality. We wanted the card
to have plenty of FOW (front of wallet) appeal,
reinforce the Chapter experience and associate
the carrier with Chapter values: an independent

Loyalty cards: 
more than just points

Carol Jones of Chapter Arts Centre describes their pioneering use of a customer 

development tool once confined to supermarket shelves 

In an environment of

increasingly complex customer

relationships we also wanted

to communicate more

effectively and more

appropriately with our

audiences; rewarding them for

waiting to see a film at Chapter

and for paying more to see it.
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thinker and risk taker with a strong sense of
aesthetics and style. So we offered customers a
choice of four, highly distinctive cards
representing each of the three main art forms
and one atmospheric bar shot. We also used the
application form as a prompt for our programme,
emphasising both the experience and the
reward: ‘treat yourself to life-affirming films that
keep you on the edge of your seat, lift your spirits
and warm your soul’. We named the card too. It’s
called CL1C, which vaguely stands for ‘Chapter
Loyalty 1st Card’ (which we don’t stress), but it’s
catchy and works well in both English and Welsh.

We offer the classic reward card model: the
more you spend, the more points you get, the
greater your reward and we’ve tweaked it with
the added benefit of the greater the risk, the

greater the points, the bigger the reward. It’s also
given us the opportunity to experiment with
double points on quieter days of the week. 

Currently few ticketing suppliers support this
kind of advanced loyalty card but things are
changing. We use hardware and software
designed to quickly interface between the card,
impregnated with a unique number on a

magnetic strip, and the customer record. This
allows us, alongside subverting the credit
function on our existing software, to operate the
scheme cost efficiently at point of sale avoiding
otherwise costly administration. 

In its first year of operation we’ve attracted just
under 2,000 ‘CL1Csters’, over 70% of whom are
totally new to our database. Of those already on
the database we now capture them at every visit
and have extra, informed details that allow us to
communicate with them in the way that they want.
Usage is high with 48% using the card six times or
more in the first year, roughly double our nearest
possible comparator, i.e. Chapter members with
no CL1C card.

But the verdict on increased loyalty is still out
and of course the majority of those 70% new to
the database aren’t new customers, just
customers who, in the hectic world of film
audiences, we’d failed to capture before. It will
be some time and some research yet before we
draw firm conclusions on its success as an
audience retention and development tool. Yet as
audiences fill our cinemas seats for Michael
Moore’s latest, Fahrenheit 9/11, we’re more than
holding our own against the rise of the multiplex
and yes, audiences for those high risk parts of
our programme – they’re up too. �

Carol Jones, Head of Marketing,
Chapter Arts Centre 
email: carol.jones@chapter.org

In its first year of operation

we’ve attracted just under

2,000 ‘CL1Csters’, over 70%

of whom are totally new to

our database.



Andrews, which got top marks. 

Were the topics of the key speakers
relevant? 
Maybe to the performing arts, but for those of us
from visual arts backgrounds, I felt that sufficient
investment had been made that should have
facilitated all genres on their journey towards
engaging a diverse and new audience even if it
meant translating the 'ticketing concept' to
'custom invitations' for visual arts organisations. 

The conference more than met with my
expectations. I found gold nuggets of wisdom in
each of the key speakers (Gerri Morris in
particular) and left Belfast feeling as though I had
a new perspective – not only of the city but arts
marketing as well. 

How does my garden grow? With collaborative
views and collective hues and an audience all in
a row! 

Three top tips:
1. Raise your expectations – AMA does nothing

by halves.
2. Be prepared to be impressed – the quality of

delivery on many subjects and the hospitality
were excellent.

3. Involve yourself – interrupt the speaker at a
convenient moment (or ensure you speak
with them at a later stage) and get your
questions answered.

Myrna Loy, author of The Other Side of Tourism,
e-mail: myrna.loy@taylorwalton.co.uk
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Five conference delegates share their thoughts and survival tips from the 2004 conference – 

the biggest AMA conference ever 

What was the
conference like, and
how different was
this from your
expectation?

There was a great buzz and a good variety of
inspirational speakers / practical breakout
sessions – which I expected. I was a little
staggered by the size of the conference (over
460 delegates) and that for the vast majority of
people it was their first visit to Belfast. I hope that
lots of you will have been tempted to return and
explore some more …

How does your garden grow?

Belfast, like arts marketing,
is a city besieged with
challenges and going
through a process of
regeneration. Marrying

Belfast with the AMA conference held powerful
resonance among an audience that could identify
with creating from scratch – an audience that
anticipated new information that would allow them
to create a new structure in their respective areas.

Was the audience significantly
challenged/educated throughout the
two days? 
It was hard to tell. Murmurs told me that many
wished for more interactive discussions similar
to the breakout session held by Nadine

What did you learn about audience
development (that you didn’t know
already)?
A great session with Caroline Leech from Welsh
National Opera got me thinking about the power
of press activity in reaching new audiences. A
good business or lifestyle feature can really work
wonders in reaching out to audiences who
wouldn’t necessarily consider themselves to be
arts attenders. 

What top tips would you give to
someone thinking of attending for the
first time?
Give some thought to the breakout sessions that
you’re attending as they can prove to be the
most valuable part of the conference. Get a feel

for where the most relevant tables are in the
round table session so that you can beat a quick
path to your chosen destination! It’s also a good
idea to scan the delegate list in advance and e-
mail people who you’d particularly like to meet
up with in advance of the conference. The time
flies by and although it’s great to meet people by
chance over coffee and at the social events,
sometimes it helps to have set up a couple of
meetings to help break the ice and give a bit of
focus to your networking. And enjoy! 

Lesley Holmes, Cultural Communications Officer,
Culture and Arts Unit, Belfast City Council 
e-mail: holmesl@belfastcity.gov.uk
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I am embarrassed to admit
that after many years of
working in arts marketing,
this was my first  AMA
conference. Like many arts

organisations in Belfast, it was always difficult to
justify the spend on making the leap across the
Irish Sea, covering flights, accommodation and
conference fees, at a time when work loads were
heavy and budgets tight. Having now attended
the conference, I can see the benefit in this
investment. Being based in Northern Ireland, we
can sometimes feel quite isolated from our
counterparts across the water. The conference
offered me a useful opportunity to share problems
and experiences on many of the issues that face all
of us working in arts marketing at this time.

The theme of audience development was a good
one. Heather Maitland’s ‘round table’ on ‘My Top
Texts for Audience Development’ highlighted to me
just how many different interpretations of audience
development that there actually are. One quote
from the conference that I felt summed it up well
was, ‘Audience development should be about
ensuring as many people as possible can have the
pleasure of participating in the arts, not the privilege.’

In terms of tips for people attending the conference
for the first time: I would have liked to have got there
a bit earlier on day one and spent more time selecting
which round tables I wanted to visit; I think it would
have also been useful for me to have spent more time
selecting people from the delegate list that I
particularly wanted to meet during the conference
and made a point of seeking them out.

Mary Trainor, Head of Marketing and
Development, Ulster Orchestra 
e-mail: m.trainor@u-o.org.uk 

This year’s conference was
HUGE! I was amazed at how
many people were there.

I thought the ‘round
tables’ worked well and

were informative and fun. It was interesting to
hear in James Harkin’s keynote about baby-
boomers. I was pleased that I didn’t fall into this
category … quite. Even so I still feel I would be
happy to ride a ‘fat boy’ given half a chance.

I attended Nadine Andrew’s breakout entitled
Changing the Pitch on Cultural Diversity and was
really pleased I did. Nadine opened the
discussion asking what is British culture and how
can we define it. This led us nicely onto how we
use language and its implications. This debate
was beautifully facilitated by Nadine who used
her knowledge and natural inquisitiveness to
keep us all thinking and contributing wonderfully.
I’m still thinking about it now.

My top tips are:
• Drink lots of water – I’m always amazed at

how easy it is to dehydrate. 
• Don’t give your all or have it taken from you on

the first day or night! It’s important to still be
receptive until the last session. 

• Feel free to chat to people you don’t know. 
• Don’t be intimidated by the session leaders or

marketing gurus who may be attending the
conference too – they are not unapproach-
able. The reason they are where they are is
that they are curious and interested people so
go talk to them. 

• Last, come and say hello to me!

Neil Parker, Events Manager, momentum arts 
e-mail: neil@momentumarts.org.uk

This year’s AMA
conference in Belfast was
a first for me. I went into it
with a certain amount of
nervous energy, not really

knowing what to expect nor what was fully
expected from me. Unlike most of the 460
delegates, my conference took place behind the
scenes, and really began back in January when I
started booking people onto the event. Six
months of work culminating in three packed
days seemed somewhat incongruous! This
thought never really left me the whole time that
I was there.

My conference – it struck me that the nature of
the conference programme made the idea of
personal ownership a prerequisite – began
before everyone else, finished after everyone
else and was for everyone else, and it was not
without a little envy that I watched the delegates
arriving, supping their morning coffee and
chatting with one another before moving off and
milling around within their own time parameters. 

The high point of the conference for me, aside
from having a hotel room of my own, power-
shower and a cooked breakfast (simple
pleasures), was finally putting faces to the names
and voices of delegates that I had had dealings
with over the preceding months, some more
extensively than others. This, I think, was the key
to my conference and deepened the idea of
personalisation, which I have begun to equate
with the AMA in the eight months I’ve been
working with them.

Thomas Holmes,  Events and Membership
Administrator, AMA 
e-mail: tom@a-m-a.co.uk



MAMAS – the Multicultural Arts Marketing Ambassadors Strategy – evolved
in response to the Australia Council’s challenge in the 1990s to generate new
audiences among Australians under-represented in audience statistics, notably
those of a non-English speaking background (NESB).  

Aims of MAMAS
The initial aims of MAMAS were to build long-term relationships between arts
and targeted NESB communities, and to better understand how communities
access the arts and arts information. While not initially priorities for MAMAS,
increased sales and visitations were desirable long-term outcomes. As MAMAS
progressed, it also began to address sponsorship, individual giving and,
crucially, culturally diverse product development, which would better represent
the complex ethno-cultural mix of contemporary Australia.

The MAMAS course
Between 2000 and 2003, 64 people speaking 33 languages entered the
MAMAS course. It was based on three premises: 
• ‘the knowledge that NESB communities generally do not access arts events

through mainstream or traditional print media’ *
• that people from cultures in which theatre arts are not part of their tradition

can be intimidated about attending mainstream arts events or venues
• that skilled bilingual/bicultural staff can effect cultural awareness, sensitive

communication strategies and quality information exchange for NESB clients. 
Therefore, applicants were selected against five criteria: bilingual/bicultural
identity, arts education or practice, marketing interest or experience and
personal contacts in communities.

Over two months each year, a team of experts explored several themes in the
course: market research and segmentation; marketing for diversity; connecting
and working with communities; working with the ethnic media; writing good
copy; developing and using a media kit. Most participants attended one-day
radio presentation and interview training at the Special Broadcasting Service
(the national multilingual broadcaster) and database workshops.

Ambassador internships
At the end of each course, ambassadors were selected for paid internships in
federal or state flagship organisations. In all, nine ambassadors worked two days
a week for an average of seven months under the direction of marketing,
education and audience development specialists and were mentored by the

MAMAS teams. The host organisations were: The Australian Ballet, Geelong
Performing Arts Centre, Heide Museum of Modern Art, Melbourne International
Arts Festival, Melbourne International Film Festival, Melbourne Theatre Company,
National Gallery of Victoria, Playbox Theatre and Victorian Arts Centre. 

Duties and outcomes
In their internship, the ambassadors: hosted community leaders, individuals and
media at performances, exhibitions and launches; organised tours, discussion
groups with visitors and media, introductions to potential sponsors; generated
new database entries of targeted media, communities and networks; generated
significant print editorial and radio interviews in some 10 languages; raised cultural
awareness about communities in host organisations; demonstrated the need to
establish protocols for working with NESB communities and media.

These positive outcomes were both easily achieved and hard won. For
instance, ambassadors did not have the status to make significant changes, and
working part-time limited their full integration in their work teams. The
imprimatur of a senior executive increased the status of the ambassador and
the internship and helped propel the diversity agenda across the whole
organisation; without it, the agenda could easily dissipate.

Insights
Several insights emerged about the value of cultural diversity for some arts staff;
some might be interested, but intimidated by what they have to learn. Some
are not interested in who audiences are; they are just ‘bums on seats’ – a not
uncommon view which can constrain shifting discussions from numerical
towards psychographic perspectives.

In some cases the audience development, marketing and publicity functions
were not conceptualised in relation to each other. The best results for
ambassadors were always found where synthesis existed.

Inevitably, the more they delved into them, ambassadors found NESB audiences
to be immensely complex: new first-generation immigrants differ considerably
from long-established groups, and younger constituents belong to several
demographics and resent being identified ethnically or geographically.   �

Lee Christofis, architect of MAMAS /coordinator of arts management programs,
School of Creative Arts, University of Melbourne. e-mail: lchris@unimelb.edu.au
* Professor Ang, I., Wilding D., Brand, D., Noble, G. 2002. ‘Living Diversity: Australia’s

Multicultural Future’.  Special Broadcasting Service. Artarmon NSW. 
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Lee Christofis describes the MAMAS project –

generating new audiences in Australia

New Audiences 
in Australia

Bi
ll 

Po
on



Surf’s up! You know the feeling – a majestic wave is
curving towards the beach, an ice-blue blade of
water edged in white – well, who can resist
grabbing a board and riding out to meet it? Hang
ten and shoot the tube.

The wave of the moment in arts marketing is
‘audience development’ – the Arts Councils put
money into it, the government wants lots of 
it to prove they are not elitist, the press reports 
lots of macho statistics about audience growth 
and everyone thinks it’s wonderful. Not
surprising then that arts marketers are spending
lots of time and (other people’s) money on
audience development

Except they're not! What has become known as
‘audience development’ should really be called
‘new audiences’, because that is what almost all of
the money and effort is devoted to. Now, getting
new audiences is a good thing – no doubt about it.
We need to introduce different types of people to
our organisations and our art and for obvious
reasons we need to recruit new people to grow
total audience numbers.

But ‘development’? Surely that involves a process
over time where the first visit is simply a start. I don't
think audience development can live up to its name
unless we spend at least as much money in retaining
new people and in enhancing their experience as
we do on getting them in that first time. If we don't
we are simply pouring water into our bucket whilst
it runs out of a big hole at the bottom. 

And this is exactly what is happening. Recent
research projects undertaken independently of each
other by Richard Hadley and Heather Maitland
showed that across a wide range of performing arts
organisations fewer than 50% of people who attend
ever return for a second time. More disturbing still
was that few of the organisations involved were

aware of that scary fact about their own audiences
and fewer still had any programme or budget
devoted to audience retention. 

So here’s the main bleat of this particular goat …
the main audience development problem faced by
the arts in the UK is not audience recruitment, it’s
retention. That’s where most of the money should
be going. 

Of course, not everyone will come back after his or
her first visit. But even a small increase in retention
rates will have a magic effect on total visitor numbers
and average sales.  

Retention problems hit us in two ways: existing,
loyal audiences, who account for the vast majority
of visits/purchases, are slowly shrinking in number;
and the new audiences we are recruiting at vast
expense are not often being fed into planned
retention programmes. And because it is hugely
more expensive to sell a ticket (or encourage a visit)
to a new person than to an existing one, the overall
cost/income ratio of our marketing activity is falling.

Nor are we doing any favours to the new people
if we simply feed them in to our regular mailing
cycle – will they ever return? Will their
understanding and enjoyment of what we produce
be enhanced more than one dot? The acid test of
the current flurry of new audience recruitment
activities will not come until 2006/7 when we need
to see how many are still attending. Has anyone
already planned the research and database analysis
necessary to meet that test in three years? Hands
up at the back! 

Audience development, if applied properly, 
has four basic stages for each and every single
visitor (customer):  recruitment, retention, upgrade
(more!), and enhancement of relationship (better!)

These are not alternatives – you need to do all of
them. Most commercial organisations would

actually set their budgets along these lines and
would produce reports to show the effectiveness
of each of these areas of expenditure. Do you know
your churn rates? Your net lifetime values? Your
allowable spend per new visitor? Does your
director ever ask you for these figures?

The best description of ‘audience development’ I
have heard came not from a marketer, but from an
artist. David Nixon, artistic director of Northern
Ballet Theatre, said recently at a conference that he
thinks the job of arts marketers is to: ‘Get them in,
get them to come back, improve their experience
and get them to spend more.’ And he’s a ballet
dancer for goodness sake.  The arts are in a
wonderful position to take advantage of the
efficiencies and improved customer enjoyment that
are inherent in relationship marketing (which is
another name for audience development). Many of
us have databases which record all transactions and
most visitors, even irregular ones, have a passion
about ‘their’ theatre, gallery, orchestra, etc., which
they will never have about a supermarket, airline or
car. But once we have got people through our doors
we often treat them as mailing list fodder (in fact, I
think the term ‘mailing list’ should be removed from
the arts marketing lexicon, but that’s a goat to be
roasted on another occasion) rather than actively
plan for their retention and development.

Surfing is great fun, but even if you avoid
immediate wipeout you’ll find out that even a big
wave will quickly leave you washed up on the
beach. 

David Dixon, Director, DDA 
e-mail david.dixon@ddaeuropa.com

What gets my goat!

David Dixon takes his goat surfing … ?
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First, let’s deal with the bad news. A decade of box office loyalty
marketing has not succeeded in developing the audience. I don’t just mean
the new, hard-to-reach audiences. I mean the ones we’ve already got.

Most theatres have tens of thousands of ex-attenders who haven’t been
in quite a while. Even those that do come, mostly only book once a year.
And even then it’s for something safe that they’ve tried before. We may
have developed über-loyalty from a small core of super attenders but, for
most past attenders, it seems all we’ve developed is their risk aversion
and indifference. Until we figure out how to keep the audiences we’ve
already got, it seems like folly to chase blindly after new ones. Surely they
will suffer the same fate: a rapid conversion from potential to lapsed?

So, what’s the good news? After years of tackling these issues in a
piecemeal way, we’ve devised a truly integrated new approach to arts
marketing management. Audience Builder is a complete system that
combines new technology with new techniques to deliver both the
audience and financial targets needed to achieve your artistic ambitions.
The culmination of several years’ work by Morris Hargreaves McIntyre,
it’s designed to produce the following eight key outcomes:
• Grow sales 

- maintain high levels of sales from the core audience 
- significantly grow sales from the irregular attenders

• Increase audiences 

- reactivate lapsed audiences 
- develop new audiences

• Inform planning

- predict ticket sales and who will buy them 
- help balance the portfolio of productions within a season 
- help set realistic and achievable targets

• Target campaigns

- identify those likely to buy, even if they’ve not bought similar before 
- select the most appropriate communication tools and timing 
- track sales against targets and identify corrective action

• Make you more persuasive

- differentiate the messages appropriate to each audience segment 
- ensure a regular flow of relevant, interesting information 
- powerful copywriting based on understanding audience attitudes

• Manage your brand

- profile brand perception, brand reach and relative strength 

- target key brand messages to specific segments 
- track brand performance – a ‘brand barometer’

• Maximise financial return 

- intelligently allocate marketing spend 
- accurately track return on investment

• Monitor performance

- analyse sales trends meaningfully and with insight
- measure the effectiveness of marketing.

Audience Builder is not just another ‘audience development scheme’
Most of these are expensive and achieve low retention levels. Many
overlook those audiences most likely to attend in favour of those who
are actually resistant to attending. Without continued subsidy, such
schemes are unsustainable. Instead, Audience Builder takes a hard-
headed business approach. It locks marketing activity and spending
directly into achieving financial targets. It maximises sales from current
and recent audiences to fund organic, not artificial, development of new
audiences. It couples a deep understanding of audience motivations,
attitudes and behaviour to tried and tested marketing techniques. It
maximises audiences and sales in support of your artistic programme.

Audience Builder is not just good box office marketing
Current arts marketing uses only a fraction of box office potential and
retains only a fraction of attenders. Audience Builder uses the full power
of the box office to maintain and develop relationships beyond the core
attenders. Standard arts marketing gets the usual audience for the usual
product. Neither develops. Instead, we aim to stretch audiences,
encouraging them to take risks and develop their commitment and
taste. This really is audience development.

Artistically led but audience focused
Audience Builder unashamedly puts the artistic vision at the centre of
everything, and recognises that arts organisations should be artistically
led. Its aim is to get as many people as possible to share in and to be
touched by that vision. So while we have no wish for the arts to be
audience-led, Audience Builder encourages arts organisations to be
overtly audience-focused. That is to say that they should care about
audiences' perceptions and responses to the art. The organisations that

Audience Builder

Andrew McIntyre explains how a new integrated arts marketing management system can 

deliver what box office loyalty marketing has failed to do 
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have adopted the Audience Builder approach want to feed, lead,
encourage, surprise and delight their audiences.

In doing this, they are constrained by two factors: how far and how
fast their audience can be led and whether ticket sales will produce the
income necessary to balance the books. Inevitably, this will act as a
reality check on programming, but while it keeps programmers’ feet on
the ground, it encourages them to keep following their vision. Audience
Builder measures progress towards that vision, it gives programmers and
managers the confidence to take calculated risks and it gives them
evidence that their vision is having a real impact on audience behaviour.

The Audience Climbing Frame
The engine that drives Audience Builder is the Audience Climbing
Frame (above right). This is a sophisticated segmentation tool that
divides attenders into discrete groups according to their frequency of
attendance and their willingness to take risks with more ‘difficult’ work.
These factors are plotted on a matrix to produce the typical Audience
Climbing Frame. In the above example, half of the database have not
attended in the past 12 months (-1 and 0). Row A represents new and
difficult plays, while Row E represents family shows. Almost 30% have
only ever been to family shows, and half of these have not been in the
past 12 months. Each segment on the Audience Climbing Frame is
then overlaid with other elements of attenders’ behaviour: how long
they’ve been a customer, what type of shows they like and which they
avoid, how often they come, how many people they normally attend
with, whether any of them are children or senior citizens, where they
like to sit, how much they’re prepared to pay and how far in advance
they will book. In turn, we can then add psychographics, attitudes and
brand perceptions.

Each square in the Audience Climbing Frame represents a distinct
segment that has a different profile, holds different attitudes and
behaves in different ways from those in other segments. From this it can
track their past behaviour, predict their future behaviour and tailor the
offer and the communications to meet their very different needs.

We have sought to achieve something that has not previously been
achieved in arts marketing – to create a comprehensive, powerful,
practical and fully trackable segmentation system using every variable
from collected box office data.

Proven marketing that sells tickets
These profiles make it possible to plan sophisticated marketing
campaigns for each segment over the course of a season, responding to
their needs as customers, and balancing investment and return from
each segment. In effect it creates a personal development plan supported
by a personal communications plan for each individual audience
member. Harnessing the power of Morris Hargreaves McIntyre
techniques such as Test Drive and TelePrompt and innovative direct
marketing, these campaigns sell more tickets and expand audiences.

Absolute brand control
Many arts organisations have branded and re-branded themselves.
Some produce only a superficial new identity. Others articulate a vision,
personality, values and an essence that are inspirational but semi-
detached from day-to-day marketing. Audience Builder relates,
translates, monitors and manages the brand into marketing activity in
practical, measurable ways, building brand loyalty.

Benchmarking, monitoring and evaluation
Finally, Audience Builder operates a comprehensive marketing
information system, employing internal data, secondary data and both
qualitative and quantitative primary research to measure performance,
monitor trends and inform strategy.

As you can see, Audience Builder is a rational, even scientific system,
but it is driven by an almost evangelical conviction. It harnesses the same
passion and belief that makes people, whether programmers or
marketers, want to work in this, essentially creative, sector.

To implement Audience Builder you will need three elements. First,
training in new techniques and advice on how to refocus your entire
marketing strategy, planning and budget. Second, a data audit to match
your existing data to the Audience Climbing Frame. Finally, analysis
software to generate segment profiles and reports. All three will shortly
be available as a package from Morris Hargreaves McIntyre, Catalyst
Arts and Purple Seven. �

Andrew McIntyre, Director, Morris Hargreaves McIntyre 
e-mail: andrew.mcintyre@laterthinkers.com
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Short and sweet …

Some of the experts who held ‘round tables’ at the AMA conference 2004 share top tips from 

their specialist subjects

Arts and older people
• Don’t underestimate older people – they will

not think or act ‘old’.
• Challenge the stereotypes – think Harley

Davidson, Botox and scuba diving rather than
crimpolene and Reader’s Digest.

• Transport issues can be a barrier for the 
young and old – scrutinise public transport
timetables so that people can get to you and get
home again.

• We will all live longer and men will no longer
be in the minority – so think about what men
want. In general they are more self-sufficient in
their leisure interests and don’t get so turned
on by too much social interaction at events.

Download the full report ‘Arts, Older People and
Life Long Learning’ at www.rgaconsulting.co.uk

Jane Hogg,
Director, RGA Consulting  
jane@rgaconsulting.co.uk

Communicating with Black and
Asian audiences
• People’s ethnicity is often not the primary

grouping by which they segment and so cannot
be used as a catch-all for communications
guidance. Ethnic groups are as diverse as any
other so don’t lump all diverse groups together for
communications purposes.

• When selecting images for generic publications,
remember to represent the diversity around you
– people like to see images of themselves.

• Don’t forget other forms of diversity within Black
and minority ethnic groups such as disability.

• Short-term projects don’t work when it comes
to diversity – people are cynical and wise. You
need a sustained, whole-organisation
approach if you want to diversify your

audiences.

Colin Beesting,
Director of External Affairs, 

Creative Partnerships, ACE 
colin.beesting@creative-partnerships.org

Marketing ‘difficult’ work
• Know what you mean by ‘difficult’. Understand

what the barriers to attendance are.
Understand why you’re doing it, and if there
are outcomes other than money or attendance
that will make the work a success.

• Manage expectations. Be realistic about what
you can achieve – and make sure that realism
is shared by everyone involved.

• Don’t panic! If you do, you’ll probably either
resort to hyperbole or start apologising for the
work. Explain the work straightforwardly and
honestly.

• Sometimes it’s not ‘difficult’, it’s rubbish. Know
when to quit.

• It gets easier – but it takes time. If you
communicate well with them, your audiences
will get to know and understand what you do.

But it won’t happen overnight.

Tim Wood,
Communications Manager, 
The Place 

tim.wood@theplace.org.uk

Conducting primary research
• Work out what information you require and can

obtain from different sources – Arts Council
reports, ticket database, etc.

• Design your questionnaire to collect only
information you are planning to use. 

• Make the questionnaire clear, easy to complete,
as short as possible, use clear English, avoid using
jargon, provide pens, tables, collection boxes.

• Ask lots of quantitative (yes/no type) questions
early in the questionnaire, easy for patrons to
complete and relatively easy to analyse. 

• Add an incentive for completion – i.e. a prize
draw for pantomime tickets.

• Hand questionnaire to patrons if possible – they
can ask any questions about the project and it
gets a better return rate.

• Analyse data – don’t leave it lying on the shelf.
• Publish reports widely – use it for PR, foyer

displays, tell your board.
• Use the results within your marketing strategy,

to influence tactical marketing and to design
the questionnaire for the repeat project in two
years’ time.

Jo Litt, Marketing Manager, 
Queen's Theatre, Hornchurch
jo@queens-theatre.co.uk
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Marketing on a shoestring
S trategy and budgeting. You might as well throw

money down the drain unless you consider
how and why you are allocating resources.

Hold yourself to account. Stay on track and check
the invoices.

On no occasion give your money away to
strangers who sell advertising for a living.

E ffectiveness and evaluation: measure response
to campaigns. Work out your audience return
from different types of spending. Love the
spreadsheet.

S egmentation. An audience is not a homogenous
mass. Some segments are easier, and therefore
cheaper, to attract. Find out which ones.

T ogether we are stronger! Collaborate, use
audience development agencies and marketing
consortia.

R esearch how things work (e.g. the printing
process). Are those fancy shaped brochures
good value for money?

I t’s cheaper than direct mail and quicker than a
telephone call: e-mail. Start collecting e-mail
addresses now.

N othing is worse than badly photocopied, poorly
designed flyers. If you like the DIY route, get
some training and keep it simple. And consider
if it is truly a good use of your time.

G rapevine. ‘Orlando’ is a bar in San Agata in Italy
which is famous for its ‘smoking cat’. In the
1950s the business was on its knees, so the
manager trained his cat to stand on its hindlegs
with a cigarette in its mouth. A few strategically
distributed photographs later, they had
hundreds of people beating a path to the door.
The cat died in 1965 (not, apparently, of lung
cancer), but the bar’s till is busy and the story’s
still in the guidebook.

Many thanks to everyone who attended and
contributed to my round table in Belfast. No
animals were harmed in the writing of this article.

Jonathan Goodacre,
Senior Manager for Programme
Delivery, momentum arts 

jonathan@momentumarts.org.uk

Building audiences at BSL and Audio 
Described events
• Offer illustrated talks to local centres for the

visually/hearing impaired.
• Run ‘familiarisation sessions’ with a talk/tour of

your venue, refreshments and an opportunity
to meet staff/actors/artists.

• Provide ‘touch tours’ of sets and exhibits.
• Use qualified BSL signers and Audio Describers 
• Supply information in print, Braille and CD, six

weeks in advance. 
• Train venue staff in working with customers

who have special needs.

Royal National Institute for the Blind
www.rnib.org.uk

Royal National Institute for the Deaf
www.rnid.org.uk

Signed Performances in Theatre
www.spit.org.uk

Captioned Performances
www.stagetext.co.uk
Audio Description Association
c/o Adrienne Pye 0186 284 1644

Roy Rogers, 
Marketing Manager, 
Manchester Library Theatre
Company 

marketing@libtheatreco.org.uk

Exceeding expectations with your
website content

• Simplicity is the key – don’t let enhanced
content compromise ease of navigation and
clarity.

• Remember Pareto: 80% of customers will just
want basic information. But add value to meet
and exceed the expectations of the other 20%.

• Beneficial features (e.g. an interactive seating
plan) can be added simply and cheaply through
creative solutions.

• Added value can be achieved with little or no
added cost – think laterally and maximise links
to useful and trustworthy websites (e.g. live
railway timetables, road maps, etc.).

• Use your website to generate income and
develop partnerships with local businesses and
services.

Matthew Carwardine-Palmer, 
Marketing Director, 
Wycombe Swan 
matt@wycombeswan.co.uk
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Luckily I work on flexible time, and as I’m not a
violent person and I prefer not to fight with anyone
over seats on the train, I choose to make  my way
to work after the daily morning grind is over.

I should get to Audiences Central for about
10am; the day looks good already with no major
delays. My mobile is ringing; I’ve only just
switched it on! A former colleague who was part
of the Gravity Project (arts ambassador audience
development project which ended in April 2004)
is enquiring about community contacts for work
that he is delivering for Birmingham Opera. I was
able to give him leads to groups working with
African and Caribbean teenagers and also
groups that work with pensioners.

What’s great about Alpha Tower, the home 
of Audiences Central, is that it’s city-centre
based, 10 minutes away from Birmingham New
Street station, right in the heart of Birmingham.
Across the road is the home of several arts
venues including Symphony Hall, the rep and the
Birmingham Town Hall, undergoing refurbish-
ment. The BBC has also just opened offices in the
Mailbox, which is adjacent to Alpha Tower.

In between checking e-mails and making
phone calls, my electronic diary is reminding me
to call Warwick Arts Centre to speak to their
marketing director. Warwick are keen to
undertake a consultancy to develop relation-
ships with African Caribbean, Asian and possibly
refugee communities. It will be hard work – but
worth it. We set a meeting for a couple of weeks’
time and I complete the proposal and send it off
to my line manager to provide feedback. It’s now
midday and I’m filing information to help me
with my new role as diversity manager which
starts soon. It will overlap with the work I have
been delivering to date as the cultural diversity

co-ordinator, but I will now be looking at audience
development in areas covering disability as well
as different kinds of social diversity.

While I’m sorting through reams of useful
information, the ArtsFest team, who are working
on coordinating two days of the UK’s biggest
free arts festival, are really excited about getting
Soweto Kinch (Mercury Music award winner) to
perform at the weekend event which usually
takes place in September every year. The Reggae
Festival will be a new part of ArtsFest – and will
help build more culturally diverse audiences. I
pop in the office to see where I’ll be presenting
this year. The programme co-ordinator says that
it will be at Birmingham Museum and Art Gallery.
I’m pleased with that. 

I always wait until about 2pm to have my lunch;
I won’t go out today as I’ve brought some home-
made lasagne. The kitchen has a wonderful view
as Audience Central is located on the 10th floor.
I’m able to see ‘the earth from air’ by Yann Arthus-
Bertrand – his photographic exhibition is breath-
taking. The exhibition is getting a great response
from everyone who walks through Birmingham
city centre. After lunch I continue to research the
wider West Midlands, as there are some regions
still quite new to us. I was able to collate two files
on my assigned designated areas.

I give Sukhi from SAMPAD (South Asian Arts
Organisation) a quick ring. I want to know if there
was anything she would like me to mention on
the New Style Radio slot to which I have a live
link every Friday lunchtime.

More e-mails including one from my line
manager asking me to ask the director of
audience development what is the preferred
process of hand-over when I change jobs as my
line manager will change with my job role. It was

decided that there would be an overlap of tasks.
I’ll have to leave work earlier than usual as I’m

going to attend an AGM for an oral history
project based at the Lighthouse Media Centre
Wolverhampton. There are a couple of e-mails
that I need to answer before I go, and I 
make notes in my electronic diary of tasks 
for tomorrow.

The train is in on time and I arrive at the AGM
with Audiences Central and ArtsFest publicity in
tow. The AGM was packed with useful
information and I make a mental note to speak to
the project coordinator as it would be useful for
us to meet and hopefully work together. The
meeting goes on until 8.30pm but I was able 
to arrange a meeting with the project co-
ordinator for the following week. Before I 
leave the Lighthouse I network with four more
people and get a lift home from someone who
wants me to run a workshop for a community
group. All I can say is that audience development
is never ending. �

Anita Dinham, 
Diversity Manager, Audiences Central 
e-mail: anita.dinham@audiencescentral.co.uk

JAM spends a day with Anita Dinham of Audiences Central

I’m determined to not make
the state of public transport
put me in a bad mood today...
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I’ve just completed an overview of almost a hundred
books, articles and reports on audience
development. Most of them define it so broadly that
it could encompass pretty much anything or focus
just on techniques and tactics. Many give a list of
activities included in audience development. The
trouble is that other texts talk about the same
activities and don’t mention audience development
at all. It seems that one person’s audience
development is another’s ‘customer acquisition’,
‘customer retention’, ‘customer relationship
management’ and ‘customer loyalty’.

The first conversations I remember about
audience development were in 1994 at touring
sector meetings with Vivienne Moore, then senior
touring marketing officer at the Arts Council of
England (ACE). The phrase started to crop up
whenever we discussed how we could increase
ticket sales for touring performing arts events. We
didn’t need to contemplate what it meant because
our shared context gave us a common
understanding. It was a phrase being used
elsewhere in ACE, however, and Vivienne was
already concerned that different departments
meant different things by it. So she commissioned
me to write A Guide to Audience Development . 

The first thing we did in the large steering
group set up for the project was to talk about
definitions. We were so very clear. Audience
development was about strengthening the
relationship between an individual and the arts
in a way that involved changing that individual’s
behaviour. On second thoughts, we could not
have felt that confident about our clarity because
we decided to change the title from The Guide
to Audience Development to A Guide to
Audience Development. Why the last-minute
wobble? Even in 1995, it was obvious that

different types of arts worker did audience
development differently.

So who’s right?
Well, I think that A Guide to Audience Development
sounds so confident and clear because back then
we believed that all we had to do was take away the
barriers to participation and attendance. But
audience development, like life, is never that simple.
It is impossible to say that one approach to audience
development is more effective than another.
Different organisations, art and target groups need
different approaches, techniques and tactics. Their
effectiveness depends on the skill with which they
are planned and implemented.

What has changed since 1994 is that we can look
at a huge number of individual projects and take
from them what is relevant to our own particular
contexts. We can even look at what our colleagues
in the US and Australia are doing and engage in on-
line debates about the challenges we face. Below,
you’ll find just some of the useful texts that I listed
in my article in Arts Research Digest issue 31
published this summer.

I think that we still need people to take an
objective overview of audience development and
its underlying assumptions to help us reflect on why
and how we engage in such a resource-hungry area
of work. Maybe they will help resolve our
confusion. Meanwhile, we’ll just carry on doing it –
and doing it well. �

Heather Maitland, Independent Consultant and
Research Associate at the Centre for Cultural Policy
Studies at the University of Warwick 
e-mail: hmaitland1@aol.com

This is Heather’s edited reading list. For more
information on this and Arts Research Digest,
go to: www.arts-research-digest.com

On-line sources of publications:
Arts 4 all people: www.arts4allpeople.org
Arts Council England:
www.newaudiences.org.uk
Arts Marketing Association: www.a-m-a.co.uk 
Australia Council for the Arts:
www.fuel4arts.com 
Council for Museums, Libraries and Archives:
www.mla.gov.uk
Scottish Arts Council: www.sac.org.uk 

General discussions on audience
development and current practice
Ballantyne, M. (2001) Education and Audience
Development Audit. Edinburgh: 
Scottish Arts Council
Carpenter, C. (1999) The Arts and Inclusion.
London: Arts Council England
Cashman, S. (2002) ‘The Swiss army knife
model’. Arts Professional. No.38 p.16
Goodlad, R., Hamilton, C. and Taylor, P. D.
(2002) Not Just a Treat: Arts and Social
Inclusion. Edinburgh: Scottish Arts Council
Harris, M. (2002) ‘Perspectives on audience
development’.  Arts Professional. No. 36
Hayes, D. and Slater, A. (2002). 
‘Rethinking the missionary position: the quest
for sustainable audience development
strategies’. Managing Leisure. No. 7 pp.1–17.
Kawashima, N. (2000) Beyond the Division of
Attenders vs Non-attenders: A Study into
Audience Development in Policy and
Practice. Coventry: Centre for Cultural Policy
Studies, University of Warwick

We’ve now been doing audience development in the cultural

sector for at least ten years. So why is there still so much

confusion about what it means? asks Heather Maitland

Audience 
Development



Kellaway, A., Cave, P. and Lamont, R. (2002)
‘The best art for the most people’. Arts 
Professional. No. 39 p.16
Kolb, B.M. (2000) Marketing Cultural
Organisations: New Strategies for Attracting
Audiences to Classical Music, Dance, Museums,
Theatre and Opera. Dublin: Oak Tree Press
Maitland, H. (2000) A Guide to Audience
Development. 2nd ed. London: Arts Council of
England
Maitland, H. (2002) ‘What’s in a name’. Arts
Professional. No. 35 p.5
McCarthy, K.F. and Jinnett, K. (2001) A New
Framework for Building Participation in the Arts.
Los Angeles: RAND
McIntyre, A. and Morris, G. (1999) Open to
Persuasion: Developing Audiences for
Contemporary Arts. Manchester: Morris
Hargreaves McIntyre
Rogers, R. (1998) Audience Development:
Collaborations Between Education and
Marketing. London: Arts Council of England
Yoshitomi, J. (2000) ‘New fundamentals and
practices to increase cultural participation and
develop arts audiences’. Grantsmakers for the
Arts Reader. Vol. II, No. 1

Developing audiences for specific art
forms and types of organisation
(2000) How to Develop Audiences for Jazz or
Die. London: Jazz Development Trust
(conference proceedings)
Baker, R. (2001) ‘Case Study’. Journal of Arts
Marketing. Issue 1 pp.14–15 (developing
audiences for cultural cinema)
Baker, T. (2000) Stop Re-inventing the Wheel: A
Guide to What we Already Know About
Developing Audiences for Classical Music.
London: Association of British Orchestras.
Baker, T. and Maitland, H. (2002) Profile of
Dance Attenders in Scotland. Edinburgh:
Scottish Arts Council
Dodd, J. and Sandell, R. (1998) Building
Bridges: Guidance for Museums and Galleries
on Developing New Audiences. London:
Museums and Galleries Commission
Maitland, H. (2000) Is it Time for Plan B?
Cambridge: Arts Marketing Association
Morris Hargreaves McIntyre (2003) An
Introduction to Audience Builder. Manchester:
Morris Hargreaves McIntyre

Opera America (2002) Audience Development.
wysiwyg://48/http://www.operaam.org/audienc
edevelopment.html (18/5/04)
Raney, K. (1997) Visual Literacy: Issues and
Debates. London: Department of Education,
Middlesex University
Roberts, A. (1996) Nothing by Chance.
Cambridge: Arts Management Services

Developing specific audiences
Disabled audiences
Beardsworth, J., Grady, H., Noon, M. and Rose,
J. (2001) The Arts and Disabled people.
Manchester: Arts Council England, North West
Delin, A., Playforth, S., Weisen, M., Poole, N.,
Bell, J.A. and Sargent, L. (2003) The Disability
Portfolio. London: Resource
Smith, H.J.L. and Lorenz, K. (2003) Addressing
Disability in Galleries in Scotland. Edinburgh:
engage Scotland
Wolley, C. (2001) Access for Deaf People to
Museums and Galleries: A Review of Good
Practice in London. London: Deafworks

Families
Arts About Manchester (2001) Family Friendly. 
Manchester: Arts About Manchester
Pfrommer, P. (2002) Family Friendliness: An
Audit of Recent Research and Recommendations
for Development. London: Arts Council England

Minority ethnic communities
J Wilson Associates (2003) Cultural Diversity and
Audience Development: A Report Summarising
Learning Points and Case Studies from Arts
Council England’s New Audiences Programme.
Bradford: J Wilson Associates
Jermyn, H. and Desai, P. (2000) Arts – What’s in
a Word? Ethnic Minorities and the Arts. London:
Arts Council of England
Netto, G., Patrizio, A., Pilgrim, S. and MacEwen,
M. (2003) Sharing the Spotlight: Increasing
Access and Participation in the Arts by
Scotland’s Minority Ethnic Communities.
Edinburgh: Scottish Arts Council

Young people
Bedell, S. (2001) The Arts and Young People.
Dewsbury: Arts Council England, Yorkshire
Harland, J. and Kinder, K. eds (1999) Crossing
the Line: Extending Young People’s Access to
Cultural Venues. London: Calouste Gulbenkian
Foundation
Hill, L. ed. (no date given) Targeting the Now
Generation: A Case Study on Marketing the Arts
to 15–19 year olds. Cambridge: Arts Marketing
Association
Hooper-Greenhill, E., Dodd, J., Phillips, M.,
O’Riain, H., Jones, C. and Woodward, J. (2004)
What did you Learn at the Museum Today?
London: MLA
Morris Hargreaves McIntyre (2002) Start with
the Child: The Needs and Motivations of Young
People. Manchester: Morris Hargreaves
McIntyre
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