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Introduction

The shape of things (TSOT) is an ambitious and exciting national artists, exhibition and To support venues participating in the project, TSOT commissioned this audience development framework, designed to help venues to maximise the audience impact of each exhibition and event by providing ideas, practical tools and marketing information relevant to the promotion of contemporary crafts to new and existing audiences. The framework also provides information about crafts buyers, to support those venues and artists who are retailing the work of TSOT artists, as well as a consideration of developing potential for commissions.

The final framework has been developed in consultation with participating venues, artists, the project steering group and experts in the fields of crafts development and audience development. The document includes a discussion of audience development in the context of TSOT (that is, with an emphasis on developing audiences for diverse work and developing diverse audiences), an audience development tool kit, plus an overview of data and market information that can inform our understanding of audiences and buyers of contemporary crafts. In addition, each TSOT venue will also receive a tailored market information report, this includes an overview and brief analysis of the Arts Audiences: Insight (AAI) data for each venue, and suggests some audience development approaches that may be particularly relevant to that organisation. 

By using the documents in tandem, the hope is that this framework will provide all TSOT organisations with guidance, support, inspiration and techniques to help achieve their audience ambitions for this project.
Part  1  Audience Development Overview
1.1 What do we mean by audience development?
Audience development is a wide-ranging term that covers a large number of activities, approaches and philosophies. In many organisations, audience development is part of marketing, and is delivered through marketing teams. In others, the term refers to activities aimed at attracting new audiences, specifically from hard-to-reach communities, and may be delivered primarily through education or outreach departments. The following definitions give an overview of what is generally meant by ‘audience development’.
‘The term audience development describes activity which is undertaken specifically to meet the needs of existing and potential audiences and to help arts organisations to develop ongoing relationships with audiences. It can include aspects of marketing, commissioning, programming, education, customer care and distribution.’ Arts Council England (2006), Grants for the Arts Audience Development Factsheet.
‘Audience development is about taking action to put people centre-stage. It involves making an effort to understand what they want and presenting your heritage site, collection or activity in a way which is accessible, inviting and meaningful for them; and it involves building on-going relationships to encourage participation and support from as broad a range of people as possible for the long-term.’ Heritage Lottery Fund (2009) Thinking about Audience Development.
‘Audience development is about making an organisation-wide commitment to engaging with people whether or not they are currently your ‘audience’ and developing long-term relationships of mutual respect and benefit with those people. This involves finding ways of breaking down the physical, psychological, social, financial, practical or other barriers that prevent people from participating. It requires on-going investment in research, systematic segmented and targeted communications, and most of all, the ability to be flexible and innovative with the [artistic] product.’ J Summer Ford (2002), Forum 2002 Project Report: Insights into Audience Development EOB, Huntingdon.
In all these definitions there is a focus on developing new audiences; that is, in attracting people not currently engaging with your organisation. In practice, this means developing new relationships with individuals from hard-to-reach groups. While this is an important aspect, many other organisations choose to broaden their practice and consider audience development as also being concerned with deepening relationships with existing audiences. Developing techniques and approaches that help them get to know their existing audiences better, and to tailor their offer to these audiences. These activities can be useful in encouraging core audiences to attend more often, bring their friends and or become donors, friends or supporters. 
(a) A strategic approach

These definitions all suggest that effective audience development is always strategic and planned, and takes a sustainable approach to developing long-term relationships with audiences. There is agreement that key to success is a commitment not just to attracting someone for one visit, but in investing in developing long-term relationships with individuals. This is important as it is comparatively easy to invest time, energy and resources to generating a new, larger and more diverse audience for a single event or activity, but keeping those audiences engaged requires an ongoing commitment to them. For example, you will need to continue programming relevant work, making your facilities accessible and listening to their responses and ideas. Ultimately developing a commitment to audiences requires every aspect of your organisation to work together to ensure ongoing relevance, a warm welcome and a responsive attitude. 

(b) Audience development in the short-term and long-term
Audience development can have both short term and long term impacts. Short term audience development impacts are often immediately effective but can be expensive. They often require intensive intervention by the venue, e.g. recruitment and management of an ambassador scheme. The value of this investment is maximised when the legacy of the initial intervention is considered, good practice has become embedded in your organisation and complementary long term impacts are part of your long term plans. 

‘In particular, staff feel that where new audiences have been attracted to venues, it has been the result of intensive project-based work that is unsustainable. New audiences have visited once but have not felt that the venue is able to offer them anything of relevance long-term. The need to address this short-term approach to audience development is key.’  Hub Plan 06-08, MLA North West region. 

Any organisation undertaking an audience development programme should plan for both of these, and choose appropriate strategies and approaches to maximise the benefit of both. The sort of objectives you might be looking at in this instance are:

· Increased numbers of attenders

· New relationships with audiences from hard-to-reach groups

· Increased familiarity with a new target group

· Enhanced experience for your audiences.

When you notice that your objectives are short-term, ensure that you have also considered whether you can plan a legacy from the activity, to ensure the impacts are sustained. For example, when might you next have activity that will appeal to your new audiences or how can sustain the relationship that you have started with them.

It is in the long term that audience development really pays off. Many of your audience development activities will become ‘second nature’ on the long term, and in some instances will not have ongoing costs associated with them. In this way they are likely to have changed your organisation to be more open and accessible, and one where diversity is not a separate strand of work, but integrated into all your activity. The sort of objectives you might be looking at in this instance are:

· New approaches to programming and curation

· A more accessible and welcoming organisation

· Increased audience loyalty and target audiences who feel they have a real stake in the future success of your organisation.

The diagram below (Table 1) shows the relationships between short term aims, long term aims and organisational priorities. Determining where audience development sits within your organisation can be an important part of the discussion. It might be helpful to use this table to discuss the relationship between marketing, education, outreach and organisational planning. 
Table 1 Relationship between marketing and audience development 


courtesy Audiences London, 2009

[image: image1.png]Marketing

Focus on financial
objectives
(acknowledges social,
artistic/ learning)

Also...
other stakeholders
Internal comms

Industry
Funders
Political

Strategic plan
Objectives
Audience analysis
Strategies
Resources

Audience
Development

Focus on audiences
and engagement;
relationships

Also...
education/
participation based
strategies





(c) Involving the whole organisation
Organisations that are committed to audience development recognise that while responsibility for front-line delivery of audience development activity may fall to one particular department, all other parts of the organisation are also committed to contributing to this area of work. For example, visitor experience teams are briefed to welcome and support new audiences, attracted initially through the work of a marketing or education department. Without this commitment there is a danger that newly attracted audiences will be let down by aspects of organisational management that may not have appeared directly relevant. This is because new audiences are very sensitive to all aspects of a visit, not just the artistic experience, and if they have a bad time, they are unlikely to give you a second chance. 
The organisational approach to audience development involves an implicit commitment for your organisation to change. This might mean reassessing organisational priorities, questioning organisational assumptions and being prepared to try-and-fail, as well as to try-and-succeed. Changing organisations can take time, and a strategic, planned approach, can help to ensure that everyone is behind the change process, it can take place at a pace appropriate for your organisation and progress can be monitored, amended and evaluated along the way.  
An organisational approach implies one that is led from the top of the organisation, particularly the Board and the CEO. This is the ideal situation, but individuals working within organisations can often make a significant impact or adopt the principles of organisational working, for example, by ensuring good communication about activities across departments, or by pro-actively working with other people in the organisation and seeking opportunities to join up organisational operations. In these ways, individuals can impact on the whole organisation and can use successes to build support for more strategic, organisational-wide approaches in the future.

The challenge was to change this approach so that diversity was seen as central rather than marginal to all that we do. The first step was to set up a cross-department working party with a brief to develop a museum-wide strategy. The working party consisted of representatives of the different departments [of the V&A] and the branches – Museum of Childhood and the Theatre Museum. Eithne Nightingale From the Margins to the Mainstream, Engage 19 p,35

The Not for the Likes of You (2004) report gives a variety of case-studies showing practical approaches to making changes in organisations, and how this can be effective at attracting a broader audience.
1.2 Why people do, and don’t, engage with the arts

(a) Understanding barriers for attendance

Audience development traditionally starts by the identification of the barriers to attendance experienced by audiences, and planning ways to overcome them. That is, it starts from an assumption that everyone can and should enjoy the arts but that there are a variety of social, educational, attitudinal or practical barriers that come between you and your potential attenders. This can be a useful approach as most organisations do unconsciously (and sometimes consciously) present some barriers to attendance. The project Not for the Likes of You tackles this issue in some detail, and offers a series of case-studies from organisations who have tackled some of their conscious and unconscious barriers, and successfully repositioned their offer to attract a much more diverse, broad audience. Similarly the New Audiences programme supported a large number of audience development action research projects to overcome barriers to attendance, and these are documented and provide a useful resource on the Taking Part website, http://www.takingpartinthearts.com.

When you try to address barriers to attendance it is essential to ensure that you have a really clear understanding of the audience you are targeting, otherwise there can be a danger of compensating for things that do not affect the people you want to attract, and this can be seen as patronising or fail to address the problem. For example, you work with the local bus company to offer a special family day bus ticket, but your audience prefers to drive and therefore parking is more of an issue for them.

You should be able to start to identify barriers to attendance when going through the audience development audit process outlined in the section Audience development planning, p.16. It is important that all aspects of the organisation are included in the analysis, as the most relevant barriers may be presented by practical facilities, such as catering, as much as by the understanding of or response to the artistic programme. 
(b) Understanding drivers for attendance

Identifying and rectifying barriers to attendance is, essentially, an inward-looking approach. We look at ourselves and see what we might need to change to attract people in. It is possible to reverse this approach, and instead, start with the attender, or potential attender, and see if we can identify what motivates them to make cultural and leisure decisions, and from this analysis see how we can align our activity to their needs. In 2007, the DCMS published a report called Culture on Demand: ways to engage a broader audience. This research acknowledges that audiences are people with their own active cultural lives and if they don’t attend our events and activities it is not solely down to barriers, but is also because their drivers for cultural consumption are not being met by what we offer. 

“We need to grasp what motivates people to engage in culture and then break down the barriers of perception which mean that traditional cultural services are not often enough seen as a relevant leisure option.” DCMS Culture on Demand, p.6.
Arts Council England’s recently published Arts Audiences: Insight (AAI) report also suggests identify drivers to attendance, based on the audience profiles developed for each of 13 market segments. For example, describing how to engage with the Family and community focused segment, AAI suggests:

“Successful strategies for engaging with this group could tap into their key drivers of family and community, positioning arts opportunities as: a fun and social outing for both adults and children; and educational or developmental opportunity for children; a chance to spend time with friends and family or an opportunity to get involved in the local community.” AAI Family and community focused segment description.
See p.18 below for practical ways of developing audience development approaches based on drivers rather than on breaking down barriers.

(c) The changing audience

Recently it has become apparent that audiences are making stronger demands for a personalised experience. This is a trend led by the changes in new technology which is allowing individuals to tailor every aspect of their life to their own needs and interests: organisations that are audience-focused and deliver a personalised experience, are likely to be the same organisations that thrive in the future.

‘Successful arts organisations are arts led but audience focused. They do not sell their souls to pack in an audience. They draw audiences to work of high quality, which can be challenging and difficult. But they never take their audiences for granted. Arts organisations succeed when they create a dynamic relationship between artists, their art and an audience. 

The challenge is developing that dynamic relationship at a time when audiences are becoming more demanding, fragmented and unpredictable.‘  Charles Leadbeater (2005) Ten Challenges for the Arts in the twenty-first century.

Personalising an experience can require organisations to be more and more flexible in their approach to the development and presentation of their activities. See p.26 below for practical ways of personalising the customer experience.
1.3 Programming as an audience development tool 
Sharing cultural influences from new audiences does not, though, equate with either a dilution or weakening of artistic vision. TSOT is a good example of this in itself, with the project showcasing the work of artists of the very highest calibre.
The shape of things has a strong emphasis on using programming to develop diverse audiences, in the short term, and in the long-term, through developing profile for the work of artists from diverse backgrounds as well as giving venues the opportunity to start to develop new relationships with new audiences. Key to this approach has been the rigorous selection of exceptional artists and an explicit interest in using the crafts exhibition as a focus for cultural debate, whether that be amongst intellectuals, academics or professionals, or amongst audiences who will have the opportunity to experience new work through the programme. 

It should be recognised, though, that programming develops audiences most effectively when used in the whole organisational context. In practical terms, this can mean that when programmers or curators are considering new artistic product it is worthwhile involving other departments to consider whether changes to venue management, governance, leadership, marketing will be needed to effectively support the work and to achieve the organisation’s ambitions. 

(a) Opportunities presented by culturally diverse programming

· People from diverse communities see themselves and their cultural heritage reflected in the programme of the organisation, and feel welcomed by that venue.

· People from diverse communities see themselves reflected in the programme of the organisation, and appreciate the opportunity given to engage with their cultural heritage within an establishment organisation.

· Exhibitions can provide an opportunity to debate political, social and cultural implications of diversity within the context of crafts and making.

· Diverse crafts traditions are seen within a mainstream context, providing opportunities to both reinforce their position in the crafts context, as well as giving audiences opportunities to increase their knowledge and to be exposed to a more diverse set of work.

· People from diverse communities can be attracted by this work, and this initial contact can be the start of a long-term relationship between venue and audience member.
· Organisations move away from an ‘elite’ or ‘self-selective’ audience towards an audience that is more representative of its local community.
(b) Potential dangers presented by culturally diverse programming

· Lack of cultural understanding of target audiences may be interpreted as a tokenistic approach and be seen as demonstrating a lack of real and authentic commitment by the organisation, or worse as insulting ignorance.

· The size of the available market segment may not be sufficient to fulfil the audience ambitions of the organisation.

· Other aspects of the organisation’s approach do not match the commitment indicated by the programme, e.g. new audiences don’t feel welcome in your space

· The core audience is neglected in preference to developing new audiences.

· An absence of follow up programming is seen as a lack of commitment to new audiences, disappointing new audiences who feel the initial engagement was tokenistic.

· Artists can feel that they are expected to be a ‘representative’ for a specific community, when they may not have a connection with this community and or think of their work as representative in any way
Such problems have been well-documented and discussed and some recent case-studies may help TSOT venues, steer a fair course towards successful outcomes. Avoiding tokenism is key, for example:
‘Some organisations focus their efforts on attracting members of a specific community to exhibitions which are relevant to their cultural heritage, through working with guest curators to curate thematic exhibitions which examine the contemporary art of a particular culture or artistic movement, for example. This can result in well-researched exhibitions which deal with subjects and issues which may not otherwise be addressed, but they require significant resources, including a large amount of staff time and detailed and targeted marketing and education strategies. However, despite the large initial investment, this approach usually does not result in a mutually beneficial or sustained relationship with the target audience. It is also important to note that initiatives such as Black History Month and decibel encourage segregation and can lead to tokenism as venues tend to develop a tick-box attitude, focusing on numbers and labels rather than on artistic practice and making connections throughout the whole year and programme of activity.’ Yasmin Zahir Floral Habitat: Mainstream Programming and Cultural Diversity, Engage 19 p.22
As is avoiding stereotyping our potential audiences:

‘We are all familiar to some degree with the concept of the comfort zone. In programming terms this can be interpreted as the adoption of shorthand approaches to the needs and interests of different communities, for example a diet of bhangra for Asian audiences and hip-hop inspired work for Black British youths. . . . It leads to the view that traditional mushaira will be of interest to people of South Asian origin, and in doing so treats them as a homogenous group, while also assuming that it appeals to them alone. Undoubtedly the importance of traditional artforms should be recognised, especially in terms of their significance in locating the cultural heritage of certain people within diasporic communities, however allowing this approach to dominate is a mistake and leads to programming along tired and stereotyped lines.’ Tony Graves Programming outside the comfort zone Navigating difference: cultural diversity and audience development, p.154

Thinking back to the important of an organisational approach to change, it is important to ensure that changes to programme do not stand completely separate from the community that they are hoping to engage. Some communities may be eager to share their own cultural activities with organisation, as shown by this example Audiences Central’s Birmingham Means Everyone project:
“The community is proud of its culture, traditions and heritage and is keen to be given the opportunity to share them with other cultures and communities. This may be a ‘way in’ to engage the Vietnamese communities with established (Western) arts organisations/venues, through reciprocal activities and sharings.” Audiences Central’s Birmingham Means Everyone, p.9

This raises the question of how different communities approach cultural consumption and engagement. For some the notion of culture being something experienced in a formal space may not be a natural fit. For others, the separation of elite or expert cultural practice from amateur or community practice, is not part of their understanding of the role of culture, and therefore finding ways of recognising and valuing community practice within the context of a mainstream show, can be essential in showing that you have a genuine and deep commitment to that community or cultural practice.

1.4 The shape of things: audience development in context

Audience development is embedded within the shape of things (TSOT) as part of the raison d’être of the project. This can be seen in the project statement:
The shape of things aims to encourage a contemporary crafts professional practice, audience and market that is culturally diverse and representative. The shape of things is creating an opportunity and context for considering and debating what distinctive contribution artists make to influence or reflect national identity, to connect Britain with global cultures and to reference the intercultural nature of British society.

What does this mean in practice? In the context of this project, audience development can have several aspects, for example:

· Showing the work of artists from diverse backgrounds to encourage attendance or participation by audiences from diverse backgrounds 
· Developing opportunities for all audiences to experience the work of artists of diverse backgrounds

· Developing opportunities for all audiences to experience excellent contemporary crafts
· Developing a more knowledgeable audience, and therefore a stronger awareness of contemporary crafts

· Developing opportunities for audiences and artists to debate national identity and interculturalism with craft as the focus.

For each of TSOT exhibitions and events, one or more of these audience development aims may be pre-eminent, and this will affect the approach to engaging audiences with the work. For example, developing audiences from diverse backgrounds may imply a focus on bringing new people into the venue, where as developing audience expertise in understanding and appreciating contemporary craft may focus on existing audiences who already have some interest and understanding of the subject. 

In such a complex and varied area, real clarity accompanied with realistic and appropriate ambitions are essential for the development of an effective audience development plan. The approach may be different for each exhibition and/or event depending on the artist, the work, the venue and the audience ambitions of all project partners. However, all aims should sit within the venues overall audience development strategy, and work alongside other organisational ambitions such as education, outreach and marketing strategies. In the following sections we consider briefly the artist, venue and audience ambitions that may be associated with TSOT and could form the basis for venue audience development plans.
(a) Venue ambitions for The Shape Of Things
Venues have a variety of reasons for programming work by culturally diverse artists, and a clear, shared organisational understanding of these reasons can be at the heart of developing an effective audience development strategy.

Most venues will have some artistic impetus for programming diverse work, this could be a desire to broaden the scope of the programme as a whole, an interesting the work of individual artists, to engage in cultural, social or political debate or simply to present the best possible work or the work of an artist. It is important to acknowledge these ideas internally, and with audiences where particularly appropriate, as it helps position the work as excellent and comparable with the other work presented by the venue, otherwise it can be perceived as tokenistic even if this is not the case.

‘It is also misleading to focus purely on equality of opportunity or access; although all sections of the community should see their experiences and culture reflected in the exhibitions shown in galleries, the motivation for exhibiting culturally diverse work should stem from an interest in the breadth of art practice itself. Because art practice and theory are greatly enriched through diversification, mainstream venues should consider an inclusive strategy, focusing on presenting the work of culturally diverse artists to their regular visitor as part of their usual programme of activity. As well as enriching the artistic programme and broadening visitors’ knowledge about different cultures, both on an international and local level, this approach would encourage visitors to see their own culture from a different point of view.’ Yasmin Zahir Floral Habitat: Mainstream Programming and Cultural Diversity, Engage 19 p.23
Sometimes the work of culturally diverse artists is programmed primarily because the work is seen as being a way of achieving audience development objectives, e.g. it will attract a new audience. Sometimes this can aim to generate a specific cultural audience, sometimes the aim is simply to broaden and diversify the audience as a whole. Just like other audience development initiatives, programming can only be an effective tool, it is only so when carried out in a strategic way, i.e. it is not a one-off, and when there is a genuine interest in changing the organisation to engage with this new audience in the long-term.  

‘There were assumptions after the Arts of the Sikh Kingdoms, for example, that Sikh audiences, once introduced to the V&A (over 70% had never previously visited) would want to return to look at the permanent collections, both Asian and non-Asian. There is no firm evidence of this. Most successful initiatives or programmes developed to sustain audiences are culturally specific. There are perhaps certain assumptions being made that audiences will somehow want to ‘progress’ to the British Galleries. People make their own decisions about what will make them return to the museum.’ Eithne Nightingale From the Margins to the Mainstream, Engage 19 p,38
(b) Artist ambitions for The Shape Of Things
Each artist is different and their perception of how their work relates to issues of diversity and identity, and to what degree they are happy for their work to be discussed as a focus for social and cultural issues, will differ. This is true even within the cohort of artists presenting work as part of TSOT, with some being eager for their exhibition to be contextualised explicitly in this way, while for others it is not relevant. 
It is vital that the presenting venue and artists are in agreement how the work may achieve audience development aims, for example, whether it is appropriate to run associated events which focus on cultural and social issues or whether workshops, outreach work and marketing materials should focus on other aspects of the work, for example the materials or the crafts-heritage of the work.
It is important for the artist to be part of the discussions about the venue’s audience development aspirations, in order to develop strategies for working together. The venue should also recognise that for the artist, it can be very anti-intuitive to suggest that their work is aimed at a specific audience, for to do so implies that there are some people for whom the work is not relevant. Without a shared understanding there is the danger of the artist feeling that their work is being marginalised or being used in a tokenistic manner.

‘too often the emphasis is on delivering work as a way of addressing the long isolation that cultural institutions such as museums have held from culturally diverse communities rather than a celebration of the artistic merit of the work itself.’ Tony Graves Programming outside the comfort zone Navigating difference: cultural diversity and audience development, p.156

Even where the work is explicitly about cultural identity and is politically or socially motivated, it is important to consider whether it is speaking for the interests of all people of diverse backgrounds, or whether the work is more explicitly about a specific community, culture or experience. This type of differentiation can be an important part of selecting appropriate target audiences for the work.

It is also important to remember that although for some artists long-term audience development is integral to what they hope to achieve with their work, for others, the work has total priority and their interest is more likely to be in the nature of the reaction an individual has with the work.

‘As an artist, I want the importance of the work to precede the importance of the audience. I love bringing new audiences to theatre spaces. I’m not passionate about making them come back again and again: let them come when they want to, when they feel they will see something that speaks to them.’ Kristine Landon-Smith I’m an artist, not an audience developer Navigating difference: cultural diversity and audience development, p.149
(c) Audience development potential for The Shape Of Things
Although it is clear that individuals from culturally diverse backgrounds are more likely to feel comfortable in arts spaces which reflect and respect their culture and tradition, this is only ever going to be one aspect of their interest in consuming arts and culture – and not necessarily the most important aspects. 

‘We all choose to align ourselves with any number of different collective identities. Ethnicity does not necessarily dictate one’s cultural choices and neither does age, income or gender: some sixty year olds behave like teenagers, some middle-class kids style themselves on sink estate culture while some men change their gender alignment, dress up and out-sass the women.’ Mel Larsen Classified information Navigating difference: cultural diversity and audience development, p.168

The recent Taking Part research shows that people with higher levels of education and of higher social status are more likely to attend the arts, whatever their ethnicity. Even though it also shows that ethnicity is an important factor and white people are much more likely to engage with the visual arts that people from BME backgrounds (see ACE (2008) Attendance and participation in visual arts and crafts in England: Findings from the Taking Part survey, p.4-5). However, it also shows be indicators of whether an individual engages with the arts than their ethnicity. Similarly, Arts Audience Insight shows that the people least likely to engage with the arts as adults are those with the least exposure to the arts as children. Therefore, cultural associations should only be part of the offer you make to your audiences. 

‘It is important to remember that addressing ethnic identity alone is not enough to satisfy the market and that audiences can always smell tokenism. Experience and research has shown that as with all audiences, an equally important factor is offering an all-round quality arts experience.’ Mel Larsen Classified information Navigating difference: cultural diversity and audience development, p.175-6
Identity is complex, fluid and to a large degree, self-defined. Therefore if an arts organisation is too focused on matching audiences to work by ethnicity, they can find that they are failing to reflect and understand the true diversity of their audience.

‘According to research conducted on behalf of the Home Office as a response to the 2001 census, the majority of ‘non-white’ people see themselves as part of the British identity, in particular, second and third generations (those whose grandparents and great grandparents were born outside this country) view themselves as British. Roger Malbert wrote in the TEG Handbook8 that ‘it would be patronising in the extreme to suggest that all ‘the ethnic minorities’ require are ‘ethnic minority arts’… there is no reason why a young Black student should not be as interested as his or her white counterpart in Gainsborough or Goya.’ And vice versa.’ Yasmin Zahir Floral Habitat: Mainstream Programming and Cultural Diversity, Engage 19 p.23

Any audience development should understand and respond to the human and personal needs of audiences, as much as their cultural background, for example, providing opportunities to celebrate family occasions (e.g. birthdays), or to spend time together as a family, or to learn more about an interesting subject, as these are the sort of universal human needs that motivate arts attendance and engagement. Taking time to think through how these may be different for people from a variety of backgrounds is an important way to develop good relationships with diverse communities, a simple example of this is ensuring that you don’t programme events on important dates during the religious or cultural calendar.
 

‘Audiences are not stupid, they respond to a genuine attempt to woo them and shun a quick hit. Most arts organisations programme a Chinese event around Chinese New year – don’t they realise that Chinese people would like to spend that evening with their families, or, if they run restaurants, they will be working? Better to use this event to attract a mainstream audience to Chinese arts, rather than preaching to the converted who would rather be somewhere else.’ Sarah Champion Chasing a Chinese audience Navigating difference: cultural diversity and audience development, p.189

Part  2 Audience Development Planning

2.1 Your audience development aims and objectives
Any audience development activity for the shape of things should be planned in relation to both:
· Your organisation’s existing audience development priorities and plans 

· Your aims and aspirations for TSOT, bearing in mind your existing audience, your potential new audiences, the artists you are working with and the specifics of the exhibition or activity that you have planned.

At this stage of your planning it is useful to establish an overview of what you would like to achieve with your audience development activity. Through undertaking some of the analysis suggested in the rest of this section you will be able: 

· to develop a shared understanding of and commitment to your audience development aims throughout your organisation.

· to test whether your aims are realistic and achievable

· to establish some realistic targets

“Definition of terms was essential. It was thought important to have one overall policy which covered issues of access, inclusion and diversity and in relation to ethnicity, social class, disability, age, religion, sexual orientation, gender etc. It was important to emphasise that, whilst in theory we were open or ‘accessible’ to all, in that we did not actively discriminate against anyone, we needed nevertheless to examine the barriers that prevent open access in reality.” Eithne Nightingale From the Margins to the Mainstream, Engage 19 p,35
(a) Establishing over-arching aims

Understanding why you and your organisation are working with The shape of things, especially with regard to the impact you hope to have on audiences in the long-term, and sharing this understanding widely throughout the organisation, are key to a successful project. You will get a more complete view, and more organisational commitment to your audience development activity, if you involve a cross-section of staff members, volunteers and, where appropriate, gather information from audience members or potential audience members. You could also include TSOT artists in your planning processes, as this will help develop a plan that is tailored to the work that will be presented, and the development of any associated education, outreach or community activity. Even if you have some informal conversations to garner opinion at this stage, it will help you develop a realistic and appropriate approach.

The aim of these conversations is to develop a clear view of why you are undertaking audience development, what you aim to get out of it and a clear view of who you will be focusing on attracting. Knowing these things will help you to put together a practical plan that will cover the how and when your audience development will take place. For TSOT it is particularly important to think about whether your overall aim is to,

· To attract new audiences to culturally diverse work, or
· To attract new culturally diverse audiences

To help you establish your overarching aims, try asking the follow questions.
· What are our best chances to generate the required footfall?

· What other opportunities are there to generate attendance?

· Does the exhibition present opportunities to deepen our relationships with our existing audiences? If so, how?

· Do we know which new audiences we want to target? And why?

Most likely, you are working with TSOT because you want to undertake both of these to some degree. It is helpful to be clear about the difference because it may impact on the type of audience development activity you plan. If neither of these aims is particularly important to you, that may be OK as well, but clarifying this internally, with the artists you are working with and TSOT team will help ensure no incorrect assumptions are made.
Do a reality-check by considering whether the aims you are developing sit comfortably with the following questions?

· Why are we involved in TSOT? What do we want to get out of the experience?

· Do our aims fit with the organisation’s overall audience development or audience engagement aims?

· Do our objectives suit the programmed work? 

· Is there a synergy between these aims and the motivation and aims of the artist?

· In achieving these objectives will we have a long-term impact on the organisation?

2.2 Audience development planning 
Marketing and audience development are strategic and planned processes. You may want to develop a fully-fledged and detailed audience development plan for TSOT exhibition, or you may happy with a less-detailed, indicative outline of activity. Either way, there are some stages that you will need to go through in order to ensure that you have established an overview of what you would like to achieve with your audience development activity, and a clear route to get there.

An overview of an average audience development plan would include the following headings:

· Audit or situational analysis

A section of the plan where you outline what your currently know about your audiences and your audience development strengths and weaknesses

· Objective setting

Where you set SMART objectives define what you want to achieve

· Strategy setting

Where you set out the broad direction you plan to take to achieve your aims

· Tactics and campaign planning

The detail of how you are going to deliver your audience development activity, including how much it will cost and what resources you will use

· An evaluation plan

Where you set out how you will know whether you have met your objectives, and how you will use this information to inform future activity. 

There are several publications available to help you put together a marketing or audience development plan, Thinking Big! (2004) by Stephen Cashman is a useful resource with a detailed approach and worksheets to help you with your plan. This Way Up (2007) by Caroline Griffin is another useful resource, aimed at small or voluntary organisations, with a light touch approach to producing a practical plan. There are also various audience development toolkits available, see the Bibliography (p.59) for full details.
This framework does not aim to provide a complete audience development toolkit, or to duplicate those resources that are already available. Instead, this practical section of the document focuses on tools and approaches that may be particularly useful to TSOT and which will help you develop the detail of your audience development plans for TSOT activities.  
The table below summarises some of the different sorts of audience development activity you might undertake to achieve the different types of aims you are identifying. You can use this table as that start of your audience development action plan.

Table 2 Different approaches to audience development

	Audience development aim
	Type of audiences
	Type of activity
Some examples from a variety of different approaches

	To attract new audiences to culturally diverse work,
	Existing audiences


	Develop deeper understanding of the work

Focus on crafts tradition, skills rather than on the ethnicity of the artist

Incentives for core audiences



	
	New audiences from culturally diverse backgrounds, but not necessarily from hard-to-reach groups
	Welcome opportunities, such as high-profile social events in association with local black-led businesses

Targeted buying opportunities

	
	New audiences from hard-to-reach groups
	Identify specific niche-audiences with direct relationship to the cultural background of the work

Provide opportunities for community groups to share related craft work

Hosted visits

	To attract new culturally diverse audiences
	New audiences from culturally diverse backgrounds, but not necessarily from hard-to-reach groups


	Focus on developing profile organisation by association with community leaders or other high profile events

Develop opportunities for new audiences to feel part of the organisation, e.g. board membership



	
	New audiences from hard-to-reach groups
	Focus on developing relationships with specific communities

Develop outreach and education opportunities

Develop community consultation techniques

Welcome opportunities for new audiences, tailored to overcome barriers to engagement


You can use the Audience Development Planning Tool 1 Action Plan Template (p.44), to help you to collect your thoughts and plan your audience development activity. Use the following sections to help inform the detail of your action plan. 

2.3 Exploring audience development for The Shape of Things

(a) Your approach to diversity
Every organisation has its own view on what cultural diversity means, and what makes an organisation truly diverse. Understanding these issues are at the heart of all planning for audience development, as they underpin a coherent and consistent approach to diversity.  At the start of developing your audience development approach to TSOT it is wise to ensure that there is a shared understanding of this organisational approach to diversity, to inform the audience development planning, as well as to identify areas of organisational activity and culture that may need to be reviewed at a strategic level. 

“It is not just about acquiring new collections, which in any case is increasingly difficult because of reduced budgets. It is sometimes a case of looking at collections afresh, researching and recataloguing them and establishing links between objects and communities of interest. Current consultations we are holding with different faith groups – Sikh, Buddhist, Hindu, Jain, Jewish, Christian and Muslim – are throwing up very interesting perspectives about what is of interest, including ‘hidden’ collections in the V&A stores. If the museum is open to dialogue with diverse audiences, their views on what is important could influence what we put on display, and in turn bring in other members of that community." Eithne Nightingale From the Margins to the Mainstream, Engage 19 p,37
You can use Audience Development Planning Tool 2 Organisational Approaches to Diversity, (p.45), to help you to think about what diversity means to you and your organisation. Use the outcomes of this analysis to help identify any changes your organisation might need to make to facilitate achieving your audience development goals, or to underpin your tactical audience development activity.
(b) Addressing barriers and drivers 
In the first section (p.8-9), we talked about the barriers that organisations can, often unconsciously, put up between themselves and new audiences. As part of setting your strategic approach to audience development, it is useful to to look at the barriers you might be presenting to your potential new audiences. The table below provides a tool to undertake a quick analysis the sort of barriers you might be presenting to new audiences, and the sorts of approaches commonly undertaken to overcome such barriers.
Table 3 Addressing barriers to attendance

	Potential barriers
	Check by
	Address by

	Your welcome
	Imagine yourself as a first time visitor – how does it feel

Introduce new individuals from your target group to your space – ask for their honest reactions
	Staff training

Redesign of entrance and welcome areas

Other changes to greeting and information services

	Your facilities
	Consider refreshment needs of your audiences, including families, people from a diverse range of ethnic and religious backgrounds

Ask for feedback on your building and facilities from existing and new audiences
	Consider varying menus and bar selections

Act on customer feedback and prioritise key facilities such as toilets

	Prices
	Compare prices to your direct and indirect competitors

Test price-sensitivity in target audience
	Develop tailored pricing models to encourage a wide range of attendance

Consider a variety of special offers, open days etc to mitigate pricing sensitivity

	Travel
	Try to reach your venue using a range of public transport options.

Also consider walking to and your venue and parking options.

Consider what it is like leaving your venue, especially after dark.
	Improve travel options to and from your venue

Consider bringing people to you when appropriate.

Consider taking work out to hard-to-reach communities

	The programme
	Is your activity really attractive to your new target audiences?

Do you have appropriate interpretative material for your audiences and potential audiences?
	Tailor publicity material and information to your various target audiences

Provide special events to enable people to get closer to your programme

Develop your programming with reference to your target audiences, develop partnerships where appropriate.

	Your organisation
	Is your organisation diverse and accessible broadly?

Consider how your organisation is represented externally.
	Ensure you have a recruitment policy that encourages a diverse range of successful applicants for staff and Board.


The DCMS report mentioned in the first part of the framework (see p.8) provides some practical tools that can help you understand and work with your target audiences’ ‘drivers’. It is of particular interest to venues presenting TSOT because it has a particular focus on hard-to-reach groups and is differentiates between the drivers for people from C2DE social grade, people with disabilities, and people from BME backgrounds. The Table below has been adapted from Culture on Demand, (p.53-54). Its relevance to audience development approaches for the shape of things has been indicated by those drivers which are particularly relevant to BME audiences being marked in pink, with those that are less important to BME groups marked in blue.
Table 4 Drivers to attendance by PSA3 priority group

	
	Applicability to PSA3 

Priority Groups

	Driver 
	Sub driver
	Description
	Disabled
	BME
	C2DE

	Children and family networks


	Education 
	Educational opportunities for children at cultural venues motivates adult attendance as parents want to take their children. 
	Low 
	High
	Medium

	
	Entertainment 
	The need to provide entertaining activities for children, particularly during the school holidays can motivate adults to engage with culture. 
	Low
	Medium 
	High

	
	School trips 
	School trips can generate adult demand for culture as children often attend through school and then persuade a parent or other carer to take then on a return trip. 
	Low 
	High 
	Medium

	
	Support 
	The desire to support children who are participating in cultural activities, be it performing in a play or having their art work displayed in a gallery generates adult demand for culture. 
	Low 
	Low 
	Medium

	
	Family time 
	The desire to spend time with family motivates people to attend and participate in cultural activities. 
	Low 
	Medium 
	High

	Socialising and social networks


	Socialising 
	The opportunity to socialise motivates attendance at cultural events as it provides a back-drop for this. 
	Medium
	High 
	High

	
	Peer effect 
	Social networks and communities of interest shape preferences for cultural engagement. 
	High 
	High 
	High

	
	Support 
	People attend cultural events in order to show support for friends who are participating. 
	Low 
	Medium 
	Medium

	
	Companionship 
	Participation in cultural activities provides companionship for those who are excluded. 
	High 
	Low
	Low

	Identity
	Personal 

relevance 
	Cultural experiences which provide a link to the personal history and interests of the individual lead to demand. 
	Low 
	High 
	Medium

	
	Cultural 

relevance 
	Cultural experiences which provide a link to the group history and interests related to the individual lead to demand. 
	Low 
	High 
	Low

	
	Self-expression 
	A desire to express one’s identity leads to a demand for cultural engagement. 
	High 
	High 
	Low

	
	Identification 

with others 
	Feeling that other people like oneself engage and are represented within a particular activity will generate demand as it promotes a feeling of being normal and not other.
	High 
	High 
	Low

	Place


	Localisation 
	Cultural provision in the vicinity of someone’s home is a driver of demand for culture. 
	Low 
	High 
	High

	
	Local interest 
	An interest in an individual place can drive demand for culture, in particular aspects of culture which address local history. 
	Low 
	Medium
	High

	
	Everyday life 
	Cultural activities integrated into people’s everyday lives and structures leads to greater participation. 
	Low 
	High 
	Low

	Experience


	Past experience 
	A positive past experience leads to a greater likelihood of re-attendance and vice versa. 
	High 
	Medium 
	High

	
	The experience 
	Once an individual engages with culture the nature of the experience will have a fundamental impact on their desire to return. 
	High 
	Medium 


	High

	
	Childhood 

exposure 
	Cultural experience in childhood drives adult demand for culture. Positive and enjoyable experiences can lead to a cultural habit. 
	Medium 
	High
	Medium

	Trust


	Trusted providers 
	Cultural activities which are in familiar surroundings or contexts lead to participation and attendance. 
	Low 
	High 
	High

	
	Word of mouth 
	Word of mouth and personal recommendation from a trusted source leads people to engage in cultural activities. 
	Medium 
	High 
	Medium

	
	Confidence 
	Having faith that in attending or participating in a cultural experience they will not feel uncomfortable or out of place leads people to engage in cultural activities. 
	High 
	Medium 
	Low


You could use this table for practical purposes, for example, If you want to target people from BME backgrounds, this table can be used to identify which drivers may be particularly relevant to this target audience. For example, the driver “Cultural activities integrated into people’s everyday lives and structures leads to greater participation”, is high for the BME priority group, but low for the other two groups. This suggests that one approach to developing BME audiences could be to focus on finding ways to allow individuals from this group to integrate their arts engagement into day-to-day activity.  A case-study example from Audiences Central’s Birmingham Means Everyone shows this in practice:

“The [Vietnamese community] group agreed to take part in a singing workshop by Birmingham Opera Company . . . [an] important consideration for the group was that the workshop could be delivered in the communal space next to the Buddhist Temple, above the Development Centre. This space is regarded as a safe and familiar setting that the Vietnamese community can easily access and therefore fit into their existing routine.” Audiences Central’s Birmingham Means Everyone, p.10

(c) Building relationships

In the first section we discussed the short term and long term benefits of audience development, and focused on the idea that relationships are the foundation of ensuring long term impact (p.6). 
To develop relationships we need to have a genuine interest in the audience, respecting their differing needs of your various audiences and making an obvious and authentic commitment to making them feel welcome. Planning is vital to ensure that such a holistic approach is successful, especially in  ensuring that you can deliver targeted services to each audience group. For example, you may need to think about which activities can be delivered to a large group but with tailored services (e.g. providing a variety of different interpretative materials for an exhibition) and which services are best delivered to a particular group, (e.g. workshops delivered to small community groups in their own environment).

“We have been successful because we show an understanding of and accept beliefs and values and don’t try to change them. For Muslims. for example, it is very important to be able to pray at the correct times during the day. Our programmes cater for this and we ensure there is a private space available – although our audiences have said that ‘even an office somewhere in the back will do.’ We know that they hang out more in places where there are prayer facilities.”  Naz Koser Working with Faith Groups Navigating difference: cultural diversity and audience development, p.191-2

(i) Levels of engagement

When thinking about developing relationships it is helpful to consider what level of involvement you would like to have with your new audiences, and how to manage the relationships appropriately. The table below shows different approaches according the level of involvement and the relationship that you would like to establish. Bear in mind that the higher the level of participation, the more commitment and interest you will get, and the more resource-intensive the activity is likely to be. It’s also important to recognise that, the higher the level of participation the more open your organisation will need to be to accept and implement the changes, suggestions and ideas that are generated buy the engagement – prepare to be surprised and challenged, be prepared to see things with fresh eyes!  

Table 5 The levels of participation


(adapted from YMLAC Audience Development Toolkit)

	Degree of involvement
	Levels of Participation
	Description
	Activity

	High involvement
	Participation

· In planning

· In service delivery
	The full involvement of

groups, individuals and

organisations in all aspects of planning or

service delivery
	Variety of consultation mechanisms used throughout organisation

Regular feedback to and from community 

Community involvement evident and visible 

Little distinction between ‘staff’, ‘audience’ and ‘community’.

	
	Involvement
	The occasional participation of groups,

individuals and organisations in some

aspects of partnership

planning or service delivery
	Variety of consultation mechanisms used to gather responses and inform strategic planning

Regular feedback to community about changes made

Feeling that organisation is ‘open’

	
	Consultation
	Gathering the views

and comments of individuals, groups and

organisations on partnership plans and/

or services
	Variety of consultation methods used to gather responses e.g. formal consultation, customer feedback forms etc.

Organisation responds to changes where appropriate

Organisation has clear artistic identity 

	Low involvement
	Information

· Active (e.g. meetings/presentations)

· Passive (e.g. leaflets/newsletters)
	Informing individuals,

groups and organisations of

partnership plans
	Organisation keeps community informed about activities.

Customer opinions about strategic changes are not sought

Organisation prefers community to respond to offer generated internally.


Developing high-intensity relationships with community groups is often the role of education or outreach departments. For your audience development strategy to be effective you will need to work with these departments to ensure synergy of activity, including a shared understanding of the communities to be engaged, the depth of that engagement and plans for ongoing legacy.

As this table shows, it is important to remember that a long-term, ongoing and genuine relationship is also a two-way relationship. This means that you need to listen and respond, as much as finding new routes to communicate about your offer. Listening helps build trust, ensure your offer is as tailored as it can be and that new initiatives are set up in a way that ensures  your new audience becomes integrated into audience into your organisation, which might mean at all levels, from participants, to volunteers, to the Chair of your board. 

‘The only way to get a Chinese audience, or any specific audience group, is for the organisation to make a sincere commitment to serving that community. Firstly this means asking the community what they would like to see and do. Secondly, do it. Thirdly, and most importantly, keep doing it and keep asking if you are doing it right.’ Sarah Champion Chasing a Chinese Audience Navigating difference: cultural diversity and audience development, p.188
As this quote shows, a relationship is based on two-way communication and involving your audience in your plans, and then gathering, their response to what you’ve done, and refining your offer is essential for the relationship to be functional, meaningful and nourishing. 

(ii) Consulting with new audiences

When you are developing relationships with people you are more likely to be effective if you have consulted with them, and got them involved in your plans, prior to delivering them. This is especially true when working with community groups, as you can generate a feeling that you are co-developing activities, rather than just trying to encourage people to attend things you have decided they will enjoy. Through consultation you can get a much more detailed and relevant idea of what really matters to that community, and often creative approaches to developing a tailored offer.

“Developing contacts and dialogue with communities can seem like a daunting task, but often it can be a case of tightening up existing practice and taking a more proactive approach.  In many arts organisations, the Marketing Officers and Education/Outreach Personnel are both trying in different ways to communicate with the same people.  Through sharing information and pooling their resources, positive outcomes can often emerge.”  J Wilson Associates (2003) Cultural Diversity and Audience Development, p.5

The table below outlines potential consultation methods, alongside a summary of their relative advantages and disadvantages.

Table 6 Consultation methods 

taken from ACE's Family Friendly Toolkit
	Method
	Advantages
	Disadvantages

	Survey by post
	You can survey those who attend and those who don’t

Families can respond as at time that suits them

It enables you to collect feedback on a wide range of issues
	Response rate may be low

Response may not represent cross-section of families

Results will be mainly statistical – does not  allow in depth probing of attitudes

	Assisted survey (e.g. at venue)
	Opportunity to clarify questions

Can be a public relations or customer care opportunity
	Adults may no be able to give necessary time and attention

	Web based survey
	Makes sense if you already have a family friendly site

Customer responds when convenient

Allows finite survey on specific issues or ongoing feedback
	Access limited to those with internet use

Needs to be publicised to families know about it

Needs to be easy to use

	Comment cards
	Allows ongoing feedback

Customer able to express issues important to them

Can be open or pose specific questions
	Customers may need prompting by staff to complete one

May take some time to gather significant feedback

	Focus groups
	Great for gaining insight into attitudes and opinions
	Recruitment difficult because parents and carers may find it difficult to attend

	Telephone research
	Great for gaining insight into attitudes and opinions
	Recruitment difficult because parents and carers may find it difficult to attend

	Telephone research
	May be convenient for families

Benefits of direct contact
	May need to call back at time to suit them

Limited to around ten minutes

	Observation and anecdotal evidence
	Involve your staff in gathering feedback

Enables contact between staff and families

Evidence based on actual experience
	Useful for instant feedback, but unlikely to provide a complete picture

Beware of acting on singles instances of anecdotal evidence

	Family forums, user groups, customer circles
	Feedback on a regular basis (two to three times a year)

Allows you to test our ideas before implementing

Families feel involved in your organisation
	May be difficult to recruit regular participants (it is likely to b those who already attend so remember that those who do not attend may have different views).


The audience toolkit below can be used to guide you through developing your understanding and clarity on selecting the appropriate target audiences, see Audience Development Planning Tool 3 Understanding your Audiences, p.49.
(d) Programming
If we are committed to a whole organisation approach to audience development it is obvious that the artistic programme and offer is a key tool in changing who our work appeals to. 

Your programme of activity is the main tool which will attract and retain audiences to your organisation. Therefore, getting programming right is an essential strand of any audience development plan. When programming to attract diverse audiences some key issues tend to affect the success of your work, particularly:

· the sustainability of a programme strand 

· the balancing of artistic and audience objectives, and 

· the relevance of the programme to your target audiences. 

We discussed artistic programming as an audience development tool in 1.3 Programming as an audience development tool, p.9. Using this discussion of the theoretical background to using programming as a tool for developing diverse audience, or the development of audiences for diverse work, work through the programming audit tool below, Audience Development Planning Tool 4 Programming for Diverse Audiences, p.49.
(e) Customer Experience

It takes a lot of effort to encourage someone to try something new for the first time. At that first visit they are particularly vulnerable, being hyper-aware of all aspects of their visit, in fact, research shows that for most new attenders the artistic experience is only a small part of what they remember of their visit. More memorable are the practical and personal details of their visit, such as, their journey to you, whether the toilet and other facilities met their needs, and most importantly, whether they felt welcome.

The perceptual barriers to attendance can be enormous.  A positive approach is needed. Organisations should send out messages that in fact they are welcoming and inclusive, that they are ‘for us’, as a vital part of reaching any new audience.  They must then actually be welcoming and inclusive when people do come in.  This approach could involve thinking about the ambience of the space, adapting signage or customer care training, and finding creative ways to remove any traces of elitism and inaccessibility.  J Wilson Associates (2003) Cultural Diversity and Audience Development, p.4

Aspects of the customer experience that are worth considering include:

· The comfort aspects of their visit

e.g. the cleanliness of toilers, availability of baby changing facilities, availability and cost of refreshments 

· the welcome they receive 

e.g. the attitude and friendliness of gallery staff, appropriateness of interpretative materials, venue signage

· the practical aspects of their visit 

e.g. ease of getting to venue, opening hours, cost.

Altering the details of the customer experience can be a very effective way of tailoring an experience to individual audiences, without necessarily affecting the artistic or cultural content of the experience. Leisure facilities have been very effective in managing the needs of a variety of audiences and offering wide accessibility by promoting special events. For example, Odeon cinemas offer Parent and Baby screenings of current release films;

“ODEON Newbies is exclusively for parents with new babies. Watch current film releases with your little ones and sit back and enjoy the latest blockbusters. ODEON Newbies encourages all parents to bring their babies along to the screening so there is no need to worry about your little one making any noise.
ODEON Newbies screenings are held weekday mornings and most cinemas have baby changing facilities. The volume in Newbies screenings will be slightly quieter and the lights will be raised more than usual, creating a more calming environment for you and your baby. All films will be certificate 12A or lower. Tickets are priced as normal with babies going for free.”  

Taken from Odeon website, http://www.odeon.co.uk/fanatic/newbies/
It is likely that anybody without small children who wants to see the film will automatically steer clear of this screening, but by offering this opportunity, there is also a reduced chance of parents with small children attending the day-to-day screenings, and potentially affecting others’ enjoyment of the experience.

When considering such a tailored experience, it is important to consider the impact on other audiences and how they might react. A quick look at press coverage for various women-only swimming sessions at municipal swimming-pools will show that sometimes they are seen as an appropriate and useful facility, while others see them as unacceptable segregation or the equivalent of gender discrimination. (This is a particular problem where is group is explicitly excluded – as in the case of women-only swimming, rather than when the  event is just more suited to one group than another, e,g. the parent and baby screenings). A planned approach with a clear rationale is usually insurance against your efforts being misinterpreted or seen as divisive.
Audience Development Planning Tool 5 Customer Experience, p.53 will help you put yourself in the shoes of a first time visitor and consider what you might need to work on to develop an appropriate welcome for your new audiences.
(f) Marketing, press and communications

The way you communicate with audiences and potential audiences is the first point in establishing and deepening relationships with them. Your marketing materials can communicate a lot more than just the details of your programme and your venue facilities, they can also convey the commitment you have to diverse audiences, the welcome new attenders are likely to feel when they visit you and your attitude towards cultural diversity in general. 

It is important to recognise that not all culturally diverse audiences come from what are usually referred to as hard-to-reach groups. Some of your potential new audiences will share social, educational and demographic profiles with your existing audiences, but may not have felt welcomed to your organisation before. Marketing approaches to these groups may be focused on developing your welcome and targeted marketing campaigns. On the other hand, when developing relationships with hard-to-reach groups your approach may need to be completely different. You may need to be much more specific about who you are targeting, i.e. rather than focusing on culturally diverse individuals you may want to target the Bengali women’s group or the Vietnamese family community centre. At the same time you are much more likely to want to get out into the community to meet these groups and get to know more about them, enabling you to target your offer to really appeal to them.

Before you can develop an effective marketing plan, you will need to have a very clear idea of exactly who your target audiences are. See 3.1 Identifying your target audience p.29 for an overview of how to select your audiences, and Part  3 Audience and market data and intelligence, p.29, for more information about the available market data and intelligence. 

Make sure you also tailor any supporting or interpretative materials to the target group. However, be aware that such materials should reflect the full context of the artist and their work, ethnicity or cultural identity should only form part of the picture, and the degree of representation and discussion should be agreed with the artist to ensure other elements, such as artistic heritage, technique or concepts, are given due consideration.
‘. . .  working with culturally diverse artists is much broader and richer than simply addressing issues of identity. In addition, many culturally diverse artists do not want to be defined by their culture. However, when their background has informed their practice, this may need to be explored through interpretive material so that the work can be more fully understood and appreciated. This should be carefully negotiated so that the viewer does not assume that they need to have specialist information before they are able to engage with the work, or that the different context creates barriers.’ Yasmin Zahir Floral Habitat: Mainstream Programming and Cultural Diversity, Engage 19 p.27
The marketing materials tool has been developed to help you check that the materials you publish are going to help you communicate effectively with your target markets, see Audience Development Planning Tool 6 The Marketing Mix, p.53.

2.4 Measurement and evaluation
The principles of monitoring, measurement and evaluation are well-covered in various audience development or project management toolkits and guidelines, and so these have not be covered again here. You may find it useful to review the grids you have filled in in the previous sections and identify where you have made decisions that will need to be measured, and devise appropriate tools to evaluate the activity. 
With regards to TSOT specifically you may have set objectives which relate to the ethnic background of attenders, especially if this is one of your over-arching aims (p.15). If this is part of your objectives you must consider how you will measure this. Audiences London provide useful resources on their website to advise on measuring ethnicity in an appropriate, accurate and manageable manner (see Bibliography for details). You will find a snapshot of their suggested questionnaire in Audience Development Planning Tool 7 Snapshot of Sample Audience Questionnaire for Visual Arts Organisations, p.56. 

If you have undertaken consultation with audiences and potential audiences you may need to review how that consultation was used. Consider the table on consultation techniques, p.24, especially when you need to gather qualitative feedback. You also need to make sure that once the data has been gathered that you have a mechanism for sharing it and for using it for future planning. This could be an internal report, a post-exhibition meeting, reports to the Board or a variety of other relevant mechanisms.

To do this you need to develop your thinking about audiences and the artistic programme in more detail. This process is considered in some depth in the various guides to marketing. 
The Audience Development Planning Tool 8 Monitoring and Evaluation Template, p.57 is designed to help you summarise your evaluation plan in a grid, gathering all the information together and to provide a quick reference guide to what you are planning, who is involved and when it should happen,
Part  3 Applying audience and market data and intelligence
3.1 Identifying your target audience
Like marketing, audience development is more effective, both at engaging people and in use of resources, where the target audience is clearly and specifically defined. There are a variety of tools that you can use to help you identify which sectors of the community might be worth focusing on. Selecting a target market, or target markets, is in many ways a technical exercise. As an organisation you may have a broad understanding of the sorts of people you may want to attract, but your audience development plan should use demographic tools, market segmentation tools, your own audience knowledge and data, and any other available information to create a specific profile of each group you want to work with.

‘[for the V&A] it was also important to try and differentiate between social class and social inclusion. Initially, there was a tendency to group together all social classes C2, D and E into the category of social inclusion or socially marginalised. Clearly, working with ‘socially marginalised’ is very different from working with broader categories of social classes C2, D, and E. The latter make up 48% of the UK population and are therefore quite a substantial market not to be ignored nor considered marginal. To clarify this issue we looked at the government’s definition which described ‘socially excluded’ as people experiencing multiple deprivation – bad housing, unemployment, ill health etc.’ Eithne Nightingale From the Margins to the Mainstream, Engage 19 p,35
(a) Where to start

When identifying potential audiences you can take a three stage approach:

· Find out more about your existing audience

· Look at your local population

· Look at demographic and segmentation tools

(i) Your existing audiences

It is worth looking at your existing audiences to work out where your strengths are and where you may have gaps. Even if you have a good instinctive understanding of who you are engaging with, it is worth checking that perception by looking at the hard data. You could look out for the following indicators:

· Are some postcode sectors under-represented? Is this because of the demographics of the people living in that area or could it be due to other factors, e.g. travel facilities?

· Are some postcode sectors over-represented? Is this because of the demographics of the people living in that area or could it be due to other factors, e.g. ongoing audience development activities

· Think about your market penetration not just numbers of attenders, e.g. you have small number of people attending from a particular target group  but as it is a very small group locally your market penetration can be considered high

· Look for attendance patterns, e.g. time of day when you have a sudden surge in attendance.

.

(ii) Adding the detail

Although you can use data and market information to get to know your audiences, it is worth getting to know individuals and communities on a 1-2-1 basis so that you can be even more accurate in your targeting. For example, although people may share a religion, there can be huge differences between the nature of their observance, their traditions and their practice. Getting to know people and communities through talking to them, can help you refine your offer and message and develop engagement opportunities that are perfectly tailored.

‘it is important to remember that there will be significant differences between members of the same community. For example, the Chinese community is divided into Mandarin and Cantonese speakers depending on where in China they came from and the ‘Traditional’ form of the language is written by those over 40 years old, whereas those born since the 1960s are more familiar with the ‘Simplified’ written language. Yasmin Zahir Floral Habitat: Mainstream Programming and Cultural Diversity, Engage 19 p.23

(iii)  Business and group audiences
It is worth also considering whether you have any potential to develop group audiences for your work. This is where you can target a group of people through associations, group trip organisers or business or corporate links. For TSOT groups that may be particularly worth considering developing relationships with include:

· Crafts making and appreciation groups

· Educators, particularly those working in the arts or, in some instances, those working on history or civic responsibility, or those working on technical skills development, e.g. metal or woodworking

· Business association, particularly Black or Asian business associations, and particularly with a view to creating a market for the work of TSOT makers and for developing sponsorship opportunities.
3.2 Who are our potential new attenders or participants?
Marketing and audience development activity is at its most effective when it is based on evidence. We all have hunches about our audiences, who they are, what sorts of things they like to do. We might be able to spot it when we have a ‘new crowd’ in for a particular event, or recognise well-known faces, sometimes trying out something new. However, basing new project activity, or committing resources, on the back of a ‘hunch’ is not the most effective method of developing new audiences for a variety of reasons, for example:

· We don’t know what we don’t know  - so working on a hunch means that we are always working with our own preconceptions, perceptions and preferences
· Different people in the organisation might have different, even conflicting, hunches, without evidence there is no way of denying or confirming their accuracy

· We make assumptions about people and their motivations when working on a hunch, which can put a barrier between us and our audiences, a barrier that is overcome when we take the time and trouble of finding out real facts, either through the use of data or from talking to people.

We have talked above about consultation (see p.23
), which is a really useful tool to get to know small communities or individuals. It can also help you get detailed feedback on how to adjust your offer to fit the needs of this group. The other tool we use to get to know people better is market information, detailed information about the demographics, buying habits and interests of people, information that helps us locate potential audiences and to tailor our offer to them.
Market information is available as simple demographic information. National Statistics website (www.statistics.gov.uk), which provides access to government information about the population, including data from the Census (carried out every 10 years, with the last one being in 2001). The regional statistics tool is particularly useful for getting a snapshot of the population in your area (www.neighbourhood.statistics.gov.uk/dissemination/), it can include such information as car ownership, health, ethnicity and so can tell you a lot about your specific area. 

Figure 1 Snapshot of  Neighbourhood Statistics Resource
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Straight data becomes even more useful when it has been analysed to split the population into segments, that is, into groups of people who are likely to respond the same way to the same offer, which could also be described as groups of people with similar interests and lifestyles. 

There are a variety of segmentation tools available to marketers. ACORN and MOSAIC are the well-known industry standards and provide information about people at postcode level, allowing you to identify potential audiences and communicate with them directly. This information is provided on a commercial basis and so costs are associated with using these resources, however, they are available through your local audience development agency, who may be able to access the information at a preferential rate for charities and not-for-profit organisations.

The above resources are not specific to the arts, and so sometimes lack the detail we would like to find out more about the arts attendance and participation practices of our audiences. The Arts Council fills this gap by producing arts-specific informational, and these resources are discussed in more detail below.

(a) Taking Part

Taking Part is a rolling survey undertaken by Arts Council England that tells us about people’s arts attendance and participation. The survey has been running since 2005-2006, and has gathered a large amount of data that we can use to help us get closer to our audience, understanding their attendance patterns in more detail, and relating this to their circumstances, e.g. by their ethnicity, education and other demographics.

All the Taking Part data is available online
 and in a detailed publication, From indifference to enthusiasm: patterns of arts attendance in England was published in April 2008 (see Bibliography for details, p.44). In September 2008, ACE published Attendance and participation in visual arts and crafts in England: Findings from the Taking Part survey, which is a useful 10 page summary of the key findings from the survey with regard to visual arts and crafts. This is a great place to start for a quick overview of Taking Part findings that relate to TSOT.
(i) Taking Part and ethnicity
What does Taking Part tell us about the impact of ethnicity on attendance and participation in the visual arts and crafts? Crucially, it shows us that ethnicity is only one of many factors that we should consider when developing audiences, other significant factors include educational attainment, age and where they live can also be important. For this reason, the summary here of the impact of ethnicity is only partial and it is highly recommended that you refer to the summary document referred to above, to develop a full picture.

However, there are specific findings about ethnicity that are useful to outline here. Firstly the report is explicit in stating that ‘the effect of ethnicity is not consistent across different ethnic groups and different visual arts activities.’ So we are reminded that although we may have a top-level aspiration to develop ‘BME audiences’ or ‘diverse audiences’, when we start to plan our activity we must remember to differentiate our various target audiences, and to be specific when we make references to ethnic background.

Secondly, the report delves deeper into the differences in attendance patterns between the ethnic groups (using the broad definitions that form part of the survey). The findings are that:

· Even when all other factors have been taken into account, those from Black ethnic background are significantly less likely to go to all the surveyed visual arts venues or events (art exhibitions, craft exhibitions, museums/galleries, video/electronic art events) as well as to participate in all types of craft activities and painting/drawing. 

· Those from Asian ethnic background are significantly less likely to attend art exhibitions, craft exhibitions and museum/galleries and to participate in painting/drawing than those who are white, but no significant effects are observed for video/electronic art events or any other of the participatory activities. 

· There are no significant ethnicity effects in participation in photography, making films/videos and computer art/ animation. 

· Overall, those attending art exhibitions are the most likely to be white: people who define their ethnic background as Black, Asian or ‘other’ are all less likely to attend art exhibitions than those who are white. 

(ii) Taking Part and crafts attendance and participation

The report has some interesting findings that relate specifically to crafts, as opposed to the other visual arts included in the survey. For example: 

· Other things being equal, women are more likely to attend craft exhibitions and to do painting/drawing and textile crafts 

· People aged 60-69 have the highest likelihood of attendance at arts exhibitions, museums/galleries and craft exhibitions 

· Older people are also more likely to engage in textile crafts, with the highest likelihood found among the oldest age group (70 or older), and those in their 50s and 60s are more likely to take part in photography than young adults. 
· There is a higher chance of doing textile crafts amongst people who are single.
· Having children aged 5–10 is associated with a higher probability of attending museums/galleries and doing painting/drawing and other crafts activities

· Whether someone has children or not has no net effect on attendance at craft exhibitions and participation in making textile crafts and wood crafts. 
· Although Londoners are significantly more likely to have attended art exhibitions, video/electronic art events and museums/galleries than those living in all other English regions, they are equally likely to attend craft exhibitions as people from most other regions, and in fact less likely than those living in the South East and the South West. 
· Levels of participation in painting/drawing and textile and wood crafts are significantly higher in some regions as compared with London – in the South East for painting/drawing, in the South West, South East, East, East Midlands and Yorkshire for textile crafts, and in the West Midlands, East, South East and South West for wood crafts. 
· Those who live in villages or other sparsely populated rural areas are more likely to attend craft exhibitions and art exhibitions and to do wood crafts, as compared with those living in urban areas.
· Those living in privately rented accommodation are less likely to do certain crafts activities (e.g. calligraphy, pottery). 
· Those in poor health are less likely to do wood crafts than those in good health.
· Those on lower incomes are more likely to engage in painting/drawing, doing computer art, textile crafts and other crafts than those on higher incomes. 
(b) Area Profile Reports

Area Profile Reports (APR) use postcode sectors, and information garnered from Census statistics and research on people's propensity to attend arts and heritage events and activities. Although the Census data is now a few years old (2001), the figures are still robust and represent the most accurate information available. 

The reports show the propensity of people in a particular postcode area to attend the arts, broken down by art-form type. The reports can also help identify certain issues that may be a factor for people when engaging with the arts, e.g. the number of households locally with access to private transport.
The APR can be used to find out more about your potential audience, that is, the audience within a 30minute or 60minute drivetime of your venue, because the information is broken down by postcode, it allows you to be quite targeted in your marketing and audience development activity. You can also compare it to the information from the Arts Audiences: Insight (AAI) reports, which are also broken down by postcode. 

The report is presented as a map and summary document, followed by a postcode breakdown for each feature. The postcode breakdown is supplied both by numbers of people and by percentage with an Index. The index can be a useful figure as it shows how far the figure deviates from the English norm by using 100 as equal to the norm. The Area Profile reports do not have any specific information about crafts, but it does contain information about propensity to attend museums and art galleries, which could be useful information for TSOT.
Area Profile Reports are available to Arts Council Regularly Funded Organisation’s (RFO’s), or to venues receiving work from funded clients of Arts Council England. They are also available to local authorities for arts development purposes. The reports are accessible from your local audience development agency and all TSOT venues ordered 30 minute and 60 minute APR’s when they ordered AAI reports, and so should have them available for use as part of this project. 
(c) Arts Audiences: Insight 
Arts Audience Insight is a new, in-depth segmentation tool that breaks down the English adult population in terms of their engagement with the arts. 

In the context of how the arts fit into people’s everyday lives, it provides new insight into patterns of arts consumption and attitudes towards the arts, how people spend their leisure time and what competes with the arts for people’s attention. It also considers socio-demographic factors, media consumption and lifestyles.

The research can be used as a tool to inform marketing and audience development plans for arts organisations, local authorities and other agencies working in the arts. It also contains insights that organisations might find useful in the development of an arts activity itself.

The 13 segments are broken into three main groups:

· Highly engaged

These two segments are by far the most engaged with the arts. They attend frequently as well as actively participate in the arts.

· Some engagement

This groups is made up of seven segments. The first four are likely to attend and participate in the arts, although each segment is quite distinct in their preferences. The other 3 segments participate only, that is they undertake arts activity but are infrequent attenders at events.

· Not currently engaged

The remaining four segments are unlikely to participate in arts activity or attend any arts events.
The full AAI report can be accessed online at http://www.artscouncil.org.uk/audienceinsight/home with the publication available at http://www.artscouncil.org.uk/downloads/Arts_audiences_insight.pdf.  

(i) Arts Audience: Insight segments for The Shape of Things
A survey of the Arts Audience Insight segments identifies the five segments that are most relevant to TSOT. This analysis has taken into account, interest in crafts, arts attendance and participation and demographic information, and notes when the potential in each group is High or Medium. The full analysis can be found in Audience Development Planning Tool 9 Arts Audiences: Insight segments relevant to the shape of things, p.58.
Table 7 Arts Audiences: Insight segments for The Shape Of Things
	AAI Segment
	
	Potential for TSOT 

	Urban arts eclectic (UAE)

	5% English adults
	Attenders - High

Participants - Mid

Buyers – Mid/High

	Traditional culture vultures (TCV)
	4% English adults
	Participants - Mid

Buyers – Mid

	Fun, fashion and friends (FFF)

	18% English adults
	Attenders - Mid

Participants - Mid

	Mature explorers (ME)

	11% English adults
	Attenders – Mid/High

Buyers – Low/Mid

	Family and community focused (FCF)

	11% English adults
	Attenders – Mid
Participants – Low/Mid

Buyers – Low/Mid


It will be noted that none of the selected segments fall into the group ‘Not currently engaged’, who may, on first sight, appear to be a group that we should be focusing audience development activity on. However, the segmentation analysis shows that individuals who fall into these segments experience of number of factors that affect their arts attendance, ranging from a lack of exposure to the arts in their childhood, ill health, in combination with a variety of practical factors, such as access to transport or financial restrictions. Effective audience development relies on making a realistic assessment of the resource cost and impact of attracting new audiences. Individuals in these segments will be extremely hard-to-reach and will be hard to engage in a way which ensures they get a genuinely positive experience. It may be that an individual TSOT venue may wish to target one of these groups for a particular reason, but it is not recommended as a key approach for the project as a whole.

It should also be noted that although the segments recommended as key for TSOT are regular or occasional attenders, this does not mean that they are regular attenders, participants or buyers for contemporary crafts, and therefore they are likely to represent ‘new audiences’ to the venues, and to contemporary crafts.

The selected segments represent 49% of the adult English population so provide ample scope for audience development for TSOT. Each venue will have differing access to the segments, depending on their location, geographical reach, and will need to identify the most suitable segments according to the details of the exhibition and events and their own audience development aims. A tailored report has been produced for each of TSOT venues and has been provided in separate documents. 
(ii) Arts Audiences: Insight Segments by city

The table below shows the percentage of adults in each city from each of the selected segments. Segments which are well-represented in each city (i.e. 15% above English average) are marked in pink, while segments which are poorly represented in each city (i.e. 15% below English average) are marked in blue. The number alongside the % reflects the number of people in that segment in each city.

This table should be read alongside the equivalent table for each venue’s 30 minute and 60 minute drivetime analysis (provided separately), to allow for a more detailed understanding of the available audiences.
Table 8 Arts Audiences: Insight segments by city

	Segment
	English average
	Bristol
	W’hampton
	Rochdale
	Leicester

	Urban Arts Eclectic 
	4.5%
	5.8% (20,290)
	3.8% 

(7,276)
	3.7% (6,139)
	5.2% (11,943)

	Traditional Culture Vultures 
	3.8%
	5.2% (17,924)
	1.8% 

(3,448)
	2.6% (4,269)
	2.0% (4,528)

	Fun, Fashion and Friends
	18.3%
	18.4% (64,073)
	14.3% 

(27,258)
	16.1% (26,672)
	13.6% (31,349)

	Mature Explorers
	10.5%
	11.1% (38,701)
	8.2% 

(15,658)
	9.8% (16,265)
	8.1% (18,666)

	Family and Community Focus
	11.2%
	8.7% (30,314)
	10.3% 

(19,601)
	10.9% (18,002)
	13.4% (31,025)


3.3 Key messages analysed by segment and city profile

This section identified key messages that may be used to generate audiences, participants or buyers for TSOT. The segment that each message will appeal to has been identified, and the strength of this message for each TSOT venue has been assessed using the analysis presented above in Table 8 Arts Audiences: Insight segments by city. Each venue can refine this analysis by using the more tailored information about segments in their 30 minute and 60 minute drivetime presented below, and with their own analysis of the AAI data.
(a) Key messages for attendance
This section focuses on the exhibition or event features that should inform the development of key messages to encourage people to attend events and exhibitions.
Table 9 Key messages to drive attendance

	Exhibition features
	AAI Segment
	Notes for development key messages

	Contemporary craft exhibition


	Urban Arts Eclectic
Mature Explorers
Fun, Fashion, Friends

	ME – message should reinforce social elements of attendance

	Traditional craft exhibition
	Traditional Culture Vulture
	

	Exhibition of work by diverse artists


	Urban Arts Eclectic
Mature Explorers
Family & Community Focus

	UAE/ME – message should focus on segments interest in broadening knowledge of different cultures

FCF – message should focus on connections to cultural/community roots

	Exhibition with social/cultural/political focus


	Urban Arts Eclectic
Mature Explorers

	

	Exhibition with appeal to families (accessible and/or educational)


	Family & Community Focus

	

	Exhibition of craft work related to home crafts
	Traditional Culture Vulture Family & Community Focus

	TCV – especially textile crafts

FCF – as long as it is accessible to children and has participatory element


(b) Key messages for participation
This section focuses on the exhibition or event features that should inform the development of key messages to take part in crafts activity, either workshops or community events.
Table 10 Key messages to drive participation

	Exhibition features
	AAI Segment
	Notes for development key messages

	Developing knowledge of contemporary crafts/contemporary crafts skills


	Urban Arts Eclectic
Traditional Culture Vulture 
	UAE – are likely to respond well when there are strong social angles and a sense of fun.

TCV – may be interested in activity that links to existing home craft activity

	Something fun to do
	Urban Arts Eclectic
Family & Community Focus
Fun, Fashion, Friends
	UAE  - are likely to respond where there is a strong social element and opportunity to mix with their peers

FCF – As long as it is fun for children or has strong community element

	Deepening experience/knowledge of specific cultures


	Family & Community Focus

	

	Educational
	Family & Community Focus
	

	Developing relationship with local venue
	Family & Community Focus
	

	Developing knowledge of traditional craft skills
	Urban Arts Eclectic
Traditional Culture Vulture
	UAE – key message should relate to other ‘back to basics’ type initiatives, e.g. home-grown food


3.4 Who are our potential buyers of crafts?
Some The shape of things venues will be looking to sell the work of the artists they are working with, either through retail sales, commissions or through developing opportunities for the artist to work with arts, cultural or other organisations. This section summarises what we know about crafts buyers and suggests key messages when developing a retail offer.
(a) Individual buyers
Detailed information about people who buy crafts is relatively sparse, especially when we are looking to find out more about who buys crafts in gallery shops or through exhibitions.

However, there are a few sources of material which are useful and in the next section key facts have been summarised to give some ideas about potential buyers of crafts for TSOT. It should be noted that none of this data is specific to crafts made by people from culturally diverse backgrounds, or in profiling culturally diverse buyers. The reports summarised are all different in methodology and intention, so they are not directly comparable, and indeed, in some places they even seem to be contradictory. Therefore the information below is indicative only and should be used with caution when developing marketing or sales campaigns.
(i) Crafts Council of Ireland consumer research study

Although this report relates specifically to the Irish crafts market, which may have some significant differences to the UK crafts market, it is likely that there are some similarities in the profile of the craft-buying audience. 

The research was carried out in 2006 and takes a market-orientated approach to understanding and segmenting the audience. This means that the report is useful in that it looks at what drives consumers to buy crafts, and suggests that retailers think about developing their buying offer to respond to the needs of the buyers.

“A fundamental issue to appreciate is that consumers do not decide to go out

and purchase a piece of craft. They are needs led. They decide they need a gift, an item for the home or an item for themselves - in other words they are connecting with words like giftware, homeware, accessories etc.The great news for the sector is that craft fits into each of these categories or market segments. The key is to think like the consumer when marketing craft items, so that they are relevant to these categories or segments. And in order to think like a consumer you must understand the consumer.” Crafts Council Ireland newsletter Jan/Feb 2006, p.4
The research shows that there are three factors that influence Irish consumers when buying crafts. These are:

· Purchase occasions – which can be event driven i.e. wedding gift or product driven i.e. buying a bed

· Lifestage

· Affluence – available disposable income.

Purchase occasions can be split further into:

· Buying for others, which can be broken down further into

· Big occasions – such as weddings, anniversaries, new house, 

· Smaller occasions  such as birthdays, thank yous and Christmas gifts

· Buying for self

· Home focus

· Non-home focus

The research analyses these purchases further and outlines the key factors that influence these purchases. 

	Purchase occasion
	Most Influential factor
	Least Influential factor

	Big special occasion
	Brand names
/status
	Price and whether it is Irish

	Smaller occasion
	Functionality and style
	Packaging

	Holiday day trips (self gift)
	Functionality and style
	Emotional reward

	Specific furniture items
	Functionality
	Retailer

	Furnishings
	Style and design
	Brand

	Homewares
	Functionality, style and design
	Brand, quality and price

	Costume Jewellery
	Fashion and colour
	Brand

	Precious Jewellery
	Design, stones
	Brand and price

	Clothing and accessories
	Style and fashion
	Brand and price


Profile of heavy purchases of craft


The research provides a thumbnail of the heaviest buyers of craft. In Ireland these tend to be women between 25-49. They are ABC1s, married, working full time and mostly live in rural locations. Although they enjoy buying craft, they choose their purchases based on what they like, not just because it is craft.
In contrast, the research identifies who are unlikely to buy of craft. These are the under 25 year olds, over 65 year olds and the working class. Men are also not buyers of craft, except for furniture where they were the main purchaser.

Positioning crafts for sale
The affluent over 35s are the most predisposed to appreciate craft. Older, less affluent groups tend to see craft as tourist product and this can be problematic as consumers have a low opinion of the quality of gifts aimed at tourists.

Younger consumers tend to put less emphasis on the skill required to create objects and were design and style-led. Although attracted by the products they often don’t find crafts being sold in the outlets where they tend to shop and this affects their likelihood to purchase crafts. 

Care should be taken when describing the features of crafts on sale. There is a mixed reaction to term ‘hand-made’ with older consumers rather it more desirable than others. The concept of ‘hand-made’ became valuable when consumers were informed of the craftsmanship and story behind the piece. 

In contrast, the idea of ‘craftsmanship’ tends to have more positive connotations for consumers, who connect the phrase with words like bespoke, quality, premium and style. Overall, however, design is more often a seen as a key factor influencing a buyer, and is more important than being made by hand.

	Product Category
	Key Consumer profile
	Positioning

	Furniture (tables, lamps, chairs, sofas etc)
	Young and middle aged men and women in the middle classes
	Position primarily as self purchase

	Giftware (bowls, vases, silverware, frames etc bought as a gift)
	Middle aged, middle class women
	Position primarily as gift

	Homeware (pottery, cutlery, home textiles etc bought for own home)
	Young, middle class women
	

	Jewellery (pendants, rings, bracelets etc)
	Young and middle aged, middle class women
	Position primarily as gift

	Fashion (contemporary and special occasion clothing – not high street fashion)
	Young middle class women. 
	Position primarily as self purchase

	Accessories (belts, bags scarves cufflinks etc)
	Young women
	Position primarily as self purchase


(ii) Making it to Market
Making it to Market was published in 2006 and includes demographic information about the market for crafts in the UK.
Demographics of craft buyers
Age profile of existing buyers is dominated by 40-44 year olds. In London the majority of potential buyers are younger, 30-34 years, but outside London the market is more evenly spread across age groups.  

Contrary to the evidence from Ireland, about equal numbers of men and women buy crafts, with women outnumbering men only slightly. (Other evidence from England presents contrasting views on the dominance of female buyers for crafts. For example, for both 2006 and 2007 Origin showed a very high proportion of visits from women, 80% of attenders in 2006 and 90% of attenders in 2007. Of course, not all of these attenders were also buyers but indicate that there are more women actively seeking opportunities to view crafts, even if they are not necessarily buying more than their male counterparts.)
Buyers and potential buyers in London tend to be well educated, to degree or postgraduate level, while outside London potential buyers tend to span the educational spectrum more widely. Overall the market for buyers is drawn from the higher socio-economic groups. Most buyers are in full time employment, although in the regions a significant proportion (23%) are retired.

More existing craft buyers are employed within education than in any other sector, both in London and outside. Arts and cultural industries and creative and communications professions also account for a significant proportion of existing buyers in London, although the arts sector does not have such a high proportion of existing buyers of crafts as it has for the fine arts. The health, civil service and construction sectors are well-represented as buyers in the regions. 

In London most actual buyers are in the higher groups (A, B and C1) with the highest proportion with 40 per cent grouped in B, with most potential buyers being C1s or B’s. In the regions the overall distribution of buyers and potential buyers across the socio economic groups is more consistent with the distribution throughout the population as a whole. The majority of both buyers and potential buyers in the regions are classified as C1s.

Attitudes towards buying craft

There is considerable crossover between buyers of contemporary art and buyers of contemporary craft with 91% of the craft market also being open to buying original art. The first purchase is often craft and this often leads to future purchases of crafts, photography or fine art..

Attitudes of potential buyers, and those of collectors, indicate that the decision to purchase craft is often partly a life-stage decision where circumstances such as having a young family or limited disposable income, prevent people from having the freedom to buy objects and creating the type of home they aspire to. Buying is also a life-style decision, with buyers considering whether or not the item will fit into their home.  There can be a feeling that a ‘fresh start’ would be needed to start buying craft, e.g. the purchase of a new flat. 

The research looked into buyers’ attitudes towards taking risk when buying crafts. They found that buyers fall into three categories:

Risk takers: buyers who would be prepared to take a risk with a less well-known designer-maker

Cautious gamblers: buyers who would take a limited risk, buying work without necessarily knowing the designer-maker, if their work had been recommended

Safety first: buyers who only buy work by well-known names which have been recommended

The majority of buyers and potential buyers identify themselves as risk-takers. Risk-takers can be described as independently minded in nature and willing to take risks on purchases without the endorsement of others.

Once the habit is established, regular buyers tend to buy for themselves or partners at anniversaries, holidays and Christmas. Serious collectors will buy at exhibitions and specialist fairs. Early purchases and purchases by infrequent buyers tend to be spontaneous and often secondary activity related to other leisure pursuits. Contact with the designer-maker is a frequent prompt for purchase.
(iii) Own Art (2005-2007) 

The Arts Council’s Own Art scheme offers interest-free loans to people buying contemporary art or crafts. The project evaluation provides some interesting insights into the type of people who are buying art and craft by taking advantage of this scheme. It should be noted that the demographic figures provided relate to purchasers of fine art (79% of purchases in 2006-2007 and 26% in 2005), craft (19% of purchases in 2006-2007 and 23% in 2005), and photography, and it is not possible to differentiate between crafts buyers and buyers of the other art forms.
Users of the Own Art scheme cross the age-spectrum, with the highest proportion being 35-44 (about 30%) and  54-54 (about 27%), the proportion of Own Art buyers under 25 years old is low (about 1.3%). Overall women slightly out-number men, but both appear to be using the scheme to buy work. A large proportion of Own Art buyers have a personal income higher than £30,000, with a significant proportion of people with a significant proportion having an income of over £50,000. Less than a quarter of buyers in 2006 had a personal income of lower than £25,000. The majority of Own Art customers are in employment (88% in 2005, 82% in 2006), with retired people making up about 9% of the buyers.

(b) Key messages for buyers
This section focuses on the segments that might contain individuals who are interested in buying work, primarily at the retail level.  It is largely based on AAI, used in conjunction with the other research sources outlined above. However, it should be noted that AAI is not detailed with regards to arts buying trends, so this information should be used with other data sources for a more detailed picture. If using this analysis to develop a selling offer, refer to the detailed audience segment information, and pay especial attention to appropriate price point of crafts as the cost is likely to be critical to these segments.

A simple, customer-led approach has been taken to identifying the features of crafts products for sale. A more detailed approach can be found in Crafts Council Ireland (2006) The Irish Consumer Market: An Overview and The Irish Consumer Market - Quantitative Research 2006. 
Table 11 Arts Audiences: Insight for development of craft sales

	Retail features
	AAI Segment
	Notes for development key messages

	Gifts


	Urban Arts Eclectic
Mature Explorers

Fun, Fashion, Friends
	UAE –bear in mind young age-profile of this segment when developing offer

ME – unlikely to take risks, will be interested in quality and endorsement

	Homeware
	Urban Arts Eclectic
Traditional Culture Vulture Family & Community Focus
Fun, Fashion, Friends 
	TCV – are unlikely to take risks with purchases, quality may be priority.

FCF – this segment like to entertain at home and therefore will buy individual items to decorate home or table.

	Wearable crafts (clothes and jewellery)
	Urban Arts Eclectic
Traditional Culture Vulture Fun, Fashion, Friends

	TCV – unlikely to take risks, but may be interested in a slightly unusual take on traditional items 

	Contemporary craft as collectors


	Urban Arts Eclectic
Traditional Culture Vulture
	UAE – consider price point carefully, may be most interested in work by peers

TCV – are unlikely to be risk-takers, so brand and quality are important


(c) Collectors
Collectors are individual buyers, who are motivated primarily through a desire to build a collection of contemporary crafts. From Made in the Middle (2006) we know that they are likely to motivated by passion, aesthetic or intellectual response and admiration of designer-maker skills and lifestyle choices. Collectors are virtually unanimous in insisting that investment is not a primary consideration in making a purchase, but may be an incidental and pleasant outcome. They see themselves as pioneers, buying the antiques of the future, and so do not expect to pay the inflated prices that in time come to reflect high levels of collectability or rarity, if that status has not yet been earned.

Collectors illustrated a committed and enthusiastic passion for craft and fastidiously searched out work and information to develop their own tastes and collections. Established collectors cite events such as Dazzle and Chelsea as initially introducing them to designer-makers and feeding this interest to develop a collection. They see their purchases as adding to a collection, they are not gift-buying or buying primarily to decorate or furnish their home. 

Collectors are more likely to be buying larger numbers of pieces, to be buying primarily for themselves and there is the chance that they will be open to spending larger amounts on individual pieces that match their collecting interests. In saying this, event the wealthiest are price-resistant and they often buy at a modest level first and gradually enthusiasm builds as disposable income rises. The experience of buying direct from the designer-maker is important part of the buying experience for collectors. They enjoy friendships with the designer-makers and sometimes feeling involved in the process. The more expensive the item is the more inclined they are to buy direct from the maker or to shop around. However, many serious collectors, as well as other buyers and potential buyers are unwilling to pay the symbolic prices for craft which fine art routinely commands. Disappointingly, even keen buyers expect prices to reflect no more than time plus the cost of materials.

Collectors and potential collectors do not perceive the sector as elitist or inaccessible or as putting up barriers for potential buyers. They are comfortable with the purchasing process. In fact, they comment on the image of craft as an ‘amateur’ activity as holding the sector back. They are comfortable with the term, ‘contemporary fine craft’ which they easily understood. In comparison, terms such as applied art, decorative art and design all generated a range of interpretations, and so could cause confusion.

For TSOT artists, the opportunity to meet contemporary craft collectors, to discuss their work and get to know the collector could be invaluable in generating high-quality contacts, commissions and a critical interest in their work. Developing relationships with collectors can also be valuable for venues who could see their role as broker, including the development of the venue brand as one for excellence in terms of crafts sales, grow. As well as improving the venue’s reputation in this area, such brand development may have a financial knock-on as larger commissions would result in an increase in selling fees or premiums. Developing collectors relies on personal relationships with individuals, collectors, and providing high-quality opportunities to see the work, to increase the collector’s knowledge and experience and bring collectors and artists together. 
Some collectors may be buying for corporate purposes, i.e. to dress office spaces, hospitals or to add to a corporate collection. Such contacts can be invaluable as commissions at this level can be significantly higher than for individual collectors. Links with your local brand of arts and business may help the development of relationships with corporate collectors. Arts and Business run a scheme called Visual which is successfully putting artists in front of corporate buyers, http://www.visualforbusiness.com/. 
There are a variety of collector development initiatives being developed across the country, either initiated by Arts Council England or by groups of collectors working together. The Collective is one such Collectors initiative where groups of collectors come together to buy as a group, taking it in turns to keep the work in their homes. The Collective has groups in Bristol, Birmingham, London and Cambridge and can be contacted through their website, http://www.the-collective.info/.
(d) Commissioners

There may be the opportunity for TSOT venues to broker relationships, or create opportunities for artists to develop relationships with craft commissioners. Such relationships are of major interest to the artists and were quoted as one of the most important potential outcomes that could result from participation in TSOT. This document does not consider the role of brokering such relationships in any detail, however, it is worth noting the types of commissioners TSOT artists were most interested in forming relationships with. They are:

· Agents

· Museums

· Public art commissioners

· Architecture professionals  – public and private domain

· Educationalists

· Arts and Health practitioners

· Businesses including industry and manufacturing

· Corporate art commissioners

· Creative consultancy clients

Part  4 Audience Development Audit Toolkit & Appendices
Audience Development Planning Tool 1 Action Plan Template

(adapted from ACE's Family Friendly Toolkit)

	Objective
	Strategy
	Lead team member(s)
	Other staff involved
	Resources required
	External partners
	Deadline for completion

	Attract 50 attenders from local crafts groups
	Intensive relationship building and hosted visits
	Outreach officer
	Head of Marketing, Head of Education, Marketing assistant
	Staff time

£500 to host visits
	Crafts groups co-ordinators, details tbc
	1/4/10

	Achieve 2000 visits through the 4 week exhibition
	Targeted marketing campaigns
	Head of Marketing
	Marketing Officer, Marketing assistant
	£1500 budget
	None
	1/4/10

	
	High press profile
	Head of Marketing
	PR Officer
	£250 for events and launch
	Press contacts
	1/4/10

	
	Business relationship development
	Head of Marketing
	Outreach officer, Marketing assistant, CEO
	£0
	Asian Business partnership

BME Business alliance
	1/2/10 (to allow time to develop tailored events)

	
	Extend opening hours
	Operations Manager
	Front of house team

Head of Marketing
	£500 to cover additional staffing costs
	Local authority
	1/12/09

(to allow for inclusion on printed materials)

	
	
	
	
	
	
	

	
	
	
	
	
	
	

	
	
	
	
	
	
	

	
	
	
	
	
	
	

	
	
	
	
	
	
	

	
	
	
	
	
	
	

	
	
	
	
	
	
	

	
	
	
	
	
	
	


Audience Development Planning Tool 2 Organisational Approaches to Diversity
	
	Yes, we are confident with this.
	To some extent, but could be improved
	This is impossible for us or not relevant
	Comments
	Action required?

√/X

	Is your organisation well-known as one that celebrates and values diversity? If not, why not, and what can you do about it?
	
	
	
	
	

	Is your desire to be an inclusive organisation written into your mission and any formal governance documents? 
	
	
	
	
	

	Does your board, staff team, volunteers and any associated committees, reflect the diverse community that you are hoping to attract to your events? 
	
	
	
	
	

	Do you have an equal opportunities policy? Is it implemented throughout your organisation? Are all staff and volunteers aware of the policy and how it impacts on them?
	
	
	
	
	

	Do you have a race equality action plan? Is it implemented throughout your organisation? Are all staff and volunteers aware of the policy and how it impacts on them?
	
	
	
	
	

	Do you have a business plan? Does it have implications for the development of diverse audiences (e.g. is there a focus on income generation or is there capacity for an investment in future audiences)?
	
	
	
	
	

	If you are a large organisation, do you ensure that the issues surrounding inclusion are not left to one department (e.g. marketing, membership or the executive committee), but involve everyone in the organisation? Have you considered establishing a small group to keep the issues surrounding diversity in constant review?
	
	
	
	
	


Audience Development Planning Tool 3 Understanding your Audiences 

	
	Yes, we are confident with this.
	To some extent, but could be improved
	This is impossible for us or not relevant
	Comments
	Action required?

√/X

	Are you aware of the social and cultural make-up of your current and potential audiences?
	
	
	
	
	

	Are diverse audiences integral to your marketing and audience development strategies?
	
	
	
	
	

	Do you have a clear idea of which audiences you want to target? 
	
	
	
	
	

	Do you differentiate between diverse audiences and hard-to-reach audiences, and have appropriate strategies for attracting and engaging each?
	
	
	
	
	

	Do you know that the target audience is viable, that is, is there a large enough audience within your catchment area?
	
	
	
	
	

	Are your target markets reachable?
	
	
	
	
	

	Have you consulted a cross section of your community, and your target audiences, about your programme? 
	
	
	
	
	

	Have you consulted a cross section of your community, and your target audiences, about what factors affect whether, or how often, they come to your activities, and what would make them feel more comfortable doing so?
	
	
	
	
	

	Do you use a variety of means of consultation with existing and new attenders, including complaints and suggestion box, focus groups, questionnaires and surveys? 
	
	
	
	
	

	Do you truly value the input of the individuals you consult? Have you got organisation-wide mechanisms in place for acting on the results of consultation?
	
	
	
	
	

	Do you let consultees know what action you have taken on the basis of their input, or explain when you are not able to implement their ideas? 
	
	
	
	
	

	Do you monitor the impact of your changes, and feed back to your board as well as to the consultees?  
	
	
	
	
	


Audience Development Planning Tool 4 Programming for Diverse Audiences

	
	Yes, we are confident with this.
	To some extent, but could be improved
	This is impossible for us or not relevant
	Comments
	Action required?

√/X

	Do you have an artistic policy? Is programming for diverse audiences included in it?
	
	
	
	
	

	Do you have policies for education, outreach or community engagement? Is programming for diverse audiences included in these policies? Do they relate clearly to your artistic policy?
	
	
	
	
	

	Does your equal opportunities policy and your race equality action plan include sections on sustaining diversity in your programme?
	
	
	
	
	

	Have you got ongoing plans for provision of a programme to attract diverse audiences?
	
	
	
	
	

	Are you clear about when you are programming niche product for a niche audience, as distinct from when you are programming to attract a broad audience to a range of work?
	
	
	
	
	

	Are the needs of your diverse audience considered when planning the presentation of your programme, e.g. physical facilities, timing, special events etc
	
	
	
	
	

	Are you the needs of diverse audiences considered when planning and producing interpretative materials?
	
	
	
	
	

	Have you identified potential barriers to your activities such as cost, timing, transport and location of the venue? Do you vary your offering to cater for those who have little money, work unsociable hours, do not have their own transport and live many miles away?
	
	
	
	
	

	Do you encourage people to explore and express their own experiences through art, and to share these experiences with others?
	
	
	
	
	


Audience Development Planning Tool 5 Customer Experience

	
	Yes, we are confident with this.
	To some extent, but could be improved
	This is impossible for us or not relevant
	Comments
	Action required?

√/X

	Do you know what you are required to do to comply with the laws on accessibility?
	
	
	
	
	

	Do you have appropriate toilet and catering facilities to cater for the needs of different community groups?
	
	
	
	
	

	Is the food and drink selection appropriate to a variety of target audiences, consider both the type of refreshments available and the pricing.
	
	
	
	
	

	When alcohol is available do you have sufficient non-alcoholic options? Are they served from the same servery or is there an alcohol-free option. Do you bear this in mind at special events, such as at private views?
	
	
	
	
	

	Do you have appropriate spaces to cater for the religious needs of different community groups?
	
	
	
	
	

	Are locations within your venue clearly signposted (e.g. baby changing facilities, cloakroom)?
	
	
	
	
	

	Is your venue close to public transport? Is it easy to find you from the nearest public transport stops.
	
	
	
	
	

	Is your front entrance welcoming?
	
	
	
	
	

	Is it clear whether or not people will need to pay to enjoy your facilities?
	
	
	
	
	

	Are there appropriate warnings about challenging or potentially offensive material?
	
	
	
	
	

	Are your staff confident about greeting people from diverse backgrounds? Have they had appropriate training?
	
	
	
	
	


Audience Development Planning Tool 6 The Marketing Mix

	
	Yes, we are confident with this.
	To some extent, but could be improved
	This is impossible for us or not relevant
	Comments
	Action required?

√/X

	Do you provide your marketing materials and information in appropriate formats? (e.g. plain wording is useful for when targeting audiences for whom English is not a first language).
	
	
	
	
	

	Do you provide your information in relevant community languages, where appropriate?
 If so do you offer other information in the relevant language, e.g. internal signage, interpretative information etc?
	
	
	
	
	

	Do your marketing materials material show images of a diverse range of people?
	
	
	
	
	

	Is your website fully accessible in accordance with the current accessibility standards?
	
	
	
	
	

	Do you have a range of information available for people with different levels of engagement?
	
	
	
	
	

	Is creating an inclusive message part of the briefing process you use when engaging external designers?
	
	
	
	
	

	Do you consider where your desired audience might see advertising when planning advertising strategies?
	
	
	
	
	

	What media do your community access? Local television, local newspapers, social networking websites? Try to forge links with the media providers to help get your message across.
	
	
	
	
	

	Do you have a pricing structure that allows people with lower incomes to participate? 
	
	
	
	
	

	Do you provide maps, directions and useful transport links to help people understand how to get to your organisation?
	
	
	
	
	

	Do you make new audiences feel welcome on their first visit to your organisation?
	
	
	
	
	

	Have you established partnerships to help you develop appropriate messages and forge links within communities?
	
	
	
	
	


e 50

Audience Development Planning Tool 7 Snapshot of Sample Audience Questionnaire for Visual Arts Organisations
See http://www.audienceslondon.org/?lid=1656 for full questionnaire.


[image: image3.emf]
Audience Development Planning Tool 8 Monitoring and Evaluation Template
	Objective
	Strategy
	Measures
	Data Collection Methods
	Responsible
	Review date/opportunity

	Attract 50 attenders from local crafts groups
	Intensive relationship building and hosted visits
	No of attenders
Enjoyment of events, ideas for future events
	Visit counters
1-2-1 feedback
	Operations manager
Outreach officer
	Post-exhibition evaluation meeting 1/5/10

 Post-exhibition evaluation meeting 1/5/10



	Achieve 2000 visits through the 4 week exhibition
	Targeted marketing campaigns
	No of attenders
	Visit counters
	Operations manager


	Post-exhibition evaluation meeting 1/5/10



	
	High press profile
	Value of PR coverage
	End of campaign calculation
	PR officer
	Post-exhibition evaluation meeting 1/5/10



	
	Business relationship development
	No of new relationships formed
Enjoyment of events, ideas for future events

Sales value
	Report
1-2-1 feedback

End of exhibition report
	Outreach officer
Outreach officer

Retail manager
	Post-exhibition evaluation meeting 1/5/10

Post-exhibition evaluation meeting 1/5/10

Sales review meeting, 1/7/10

	
	Extend opening hours
	No of visitors during extended hours
Opinion of visitors on extended hours
	Visit counters
Visitor questionnaire
	Operations manager

Operations manager (admin), 

Head of Marketing (Q content)


	Post-exhibition evaluation meeting 1/5/10

Post-exhibition evaluation meeting 1/5/10




Audience Development Planning Tool 9 Arts Audiences: Insight segments relevant to the shape of things
	AAI Segment
	Key facts
	Key demographics
	Potential for TSOT 

	Urban Arts Eclectic

5% English adults
	Like to shop in independent retailers

Frequent attenders of exhibitions

Enjoy the arts because they like to learn new skills

They would like to do more arts activity – but time is a problem.

Actively seek out new experiences. Interested in other cultures and socialising.
	Typically young – half under 35

Typically affluent

Highly educated

Most live in urban areas

Higher than average proportion from BME backgrounds
	Attenders - High

Participants - Mid

Buyers – Mid/High

	Traditional culture vultures

4% English adults
	Have time to devote to leisure interests

Regularly attend arts events, as well as other social and leisure activities

Tend to buy high-quality, tried and tested brands

They are keenly interested in the arts, especially the ‘high’ arts

Their interest in the arts extends into their leisure activities, e.g. textile crafts

NB It may be challenging to get them to try something new.
	Majority of this group are women, and they tend to be older, 45-74.

The group is almost exclusively white

Highly educated and professional

Over ¼ live in rural areas
	Attenders - Low

Participants - Mid

Buyers – Mid

	Fun, fashion and friends

18% English adults
	Relish new experiences and are willing to pay for quality

Environmentally aware

Like to spend time with friends

Infrequent attenders, tending to prefer ‘mainstream’ events

Many engage with creative hobbies, e.g. textile crafts
	Majority of group are women and skewed towards younger age groups

Mostly white

Typically well-educated
	Attenders - Mid

Participants - Mid

Buyers – Low

	Mature Explorers

11% English adults
	Seek out next experiences and learn about other cultures

Interested in environment, politics, society

As shoppers tend to opt for tried-and-tested

Like to attend arts and crafts exhibitions, although tend to experience them as part of other leisure interests

Low level of interest in taking part themselves
	Men and women equally represented, tend to be 45-64

Mostly white

Comfortably off with higher than average proportion (¼) living in rural areas
	Attenders – Mid/High

Participants - Low

Buyers – Low/Mid

	Family and community focused

11% English adults
	Prioritise families, community involvement and connecting with cultural roots.

Enjoy entertaining people at home.

Arts are not central to their lives and when they engage it tends to be through family-friendly events, e.g. carnival, craft exhibitions, street arts

NB Not likely to be active participants, but may be convinced to try new things. 
	Higher than average proportion aged 35-44

Typically moderate means, higher than average proportion work part time and around half have children in the household

Higher than average proportion (¼) living in rural areas

A higher than average proportion (around 1/8) from BME background, particularly high proportion from Asian backgrounds
	Attenders – Mid

Participants – Low/Mid*

Buyers – Low/Mid
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� See the BBC’s Multifaith holy days and festivals calendar for a useful resource - http://www.bbc.co.uk/religion/tools/calendar/
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� With regards to TSOT sales opportunities, brand assurance could be offered through association with the venue’s own brand as the artist’s is unlikely to be well-known to provide confidence in the buyer.


� Be aware that providing information in community languages is only useful when you are sure that members of that community commonly read as well as speak the language. Also, bear in mind that audience development requires consistency and therefore if you recognise that individuals need marketing information in their own language, they are likely to expect all other communications to also use their language, or that interpretation is easily available.
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[Gallery] visitor survey

We are carrying out a survey to get to know more about our audiences and to understand how well
you and other members of the public are being served. We'd be delighted if you could spare [length
of questionnaire] minutes to answer some questions. As a thank you, you can choose to be
entered into a prize draw to win [prize]. Your answers will be kept confidentially and only will be
used by [Gallery] for research and development purposes.

Dateofvisit __/__/ | -

How long have you spent at [Gallery] today? (Please record below, in hours and minutes)

hours, minutes

Have you visited [Gallery] before? (Tick one only)

O Yes, in the last 12 months — how many times in the last 12 months, including today?
U VYes, but longer than 12 months ago
Q) No, I've never been before

Why did you visit [Gallery] today? (Tick all that apply in the first column)

And of these, which was your main reason? (Tick only your main reason in the second column)
Main reason

All reasons (tick one only)
To see a specific exhibition/ display a a
General interest in art a a
For an event, activity or workshop a a
As part of a group or tour a a
Been before and wanted to go again a a
It's something to do with the children a a
Child came on a school trip and wanted to return a a
To meet people a a
It's something to do with friends/family a a
To use the café a a
To use the shop a a
Other — why? a a

Which of the following information sources about [Gallery] were you aware of before your visit
today? (Tick all that you were aware of in the first column)
And which of these was your main source of information for your visit today? (Tick only your main
source of information in the second column)

Aware of (tick  Main source

all that apply)  (tick one only)
[Gallery] brochure posted to me ( a
[Gallery] brochure picked up — where? a a
[Gallery] poster on London Underground ( a
Email from [Gallery] a a
Email from another organisation — who? (. a
[Gallery] website a a
Other website— which? ( a
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Newspaper/magazine article — which?
Guidebook — which?

Radio/television feature — which?
Recommended by friend/family/colleague
None of these

Other — what?

[ I Oy N
(I W Wy Iy

Which of the following did you do during your visit today? (Tick all that apply)

L Saw the permanent collections L Saw a temporary exhibition
Q Visited the shop O Used the café

O Met friends U Looked at the building itself
U Attended an event U Browsed around the building

QO Other — what?

How would you rate the following? (Please give one rating for each item)

Neither Don’t
Very good nor Very  know /not
good Good poor Poor poor  applicable

How welcoming the staff were a a a a a a
Accessibility of [Gallery] Q a a a a a
Signs and information in [Gallery] a a a a a a
Bar or café facilities a a a a a a
Shop a a a a a a
Value for money a a a a a a
The whole experience a a a a a a

How likely are you to recommend a visit to [Gallery] to your friends/family? (Tick one only)

O Very likely O Likely O Neither likely O Unlikely O Very unlikely
nor unlikely

Is there anything else you would like to say about your visit? (Please describe below)

Which of the following have you visited within the last 12 months? (Tick all that apply] B
(] Barbican Gallery O Hayward 1 The Showroom

] Beaconsfield Q ICA U South London Gallery

] Café Gallery Projects O Matt’s gallery ] Tate Britain

1 Camden Arts Centre O National Gallery 1 Tate Modern

U Chisenhale U National Portrait Gallery O V&A

O Courtauld Gallery L Photographers Gallery 1 Whitechapel

O Design Museum O Rivington Place O Other London gallery — which?

U Dulwich Picture Gallery U Royal Academy

U Gasworks 1 Serpentine Gallery 1 None of these

How would you describe your knowledge of art? (Tick one only)
] Specialist U General ] Little or no knowledge
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About you

Some of the final questions are a little more personal, so if there are any you'd rather not answer you
may skip that question. We use these questions to get an idea of who is coming to [Gallery] and they
are really useful for us to make sure all those in our communities have equal access.

Are you... (Tick one only)

O Male O Female Q Prefer not to say

With whom are you visiting today? (Tick all thatapply)

Q Visiting on own O With family O With partner
O With children O With friend(s) O With colleagues

Includir}g yourself, how many people are in your group in each of the following age ranges? (Please
specify,

Aged under 16 Aged 16 or older

Which of the following age groups do you belong to? (Tick one only)

O Under 16 4 30-34 0 50-54 a70-74
Q16-19 4 35-39 0 55-59 a75-79

U 20-24 U 40-44 Q0 60-64 ] 80 or older

0 25-29 0 45-49 0 65-69 Q1 Prefer not to say

How would you describe your ethnic origin? Categories as recommended by the Equality and
Human Rights Commission (Tick one only)

White Mixed Asian/Asian British
O British O White & Black Caribbean O Indian
QA Irish O White & Black African O Pakistani
O Other White* 0 White and Asian U Bangladeshi
O Other Mixed* QO Other Asian*
Black/Black British Chinese/Other
O African O Chinese
O Caribbean Q Other*
Q Other Black* O Prefer not to say
*What other?

' 4 Yes 3 No 3 Don’t know O Prefer not to say

Do you have any long-standing iliness, disability or infirmity? (Tick one only]

If yes, does this illness or disability limit your activities in any way? (Tick one only)
O Yes O No O Don’t know Q Prefer not to say

What is your postcode, or country of residence if visiting from overseas? This will be used for
analysis purposes only. It will not be used to identify you, or be passed on to any third parties

O Teaching — teaching what?

Q Studying — studying what?

Are you involved with art in your everyday work through any of the following? (Tick all that apply)

O Practicing artist
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U Professionally employed in the Arts sector — how?
O Other - please describe

U Not involved in art in my everyday work

The following questions refer to your current main job, or (if you are not working now) to your last
main job,

A Do you work as an employee or are you self-employed? (Tick one only)

0 Self-employed/freelance without

U Employee O Self-employed with employees employees — go to part D

B Indicate below how many people work for your employer at the place where you work, or if self-
employed indicate below how many people you employ. (Tick one only)

d1to24 @ 25 or more

C Employees only: Do you supervise any other employees? A supervisor or foreman is responsible
for overseeing the work of other employees on a day-to-day basis (Tick one only)

Qa Yes O No

D Please tick one box to show which best describes the sort of work you do.

Modern professional occupations (such as teacher, nurse, physiotherapist, social worker, welfare
officer, artist, musician, police officer (sergeant or above), software designer)

Clerical and intermediate occupations (such as secretary, personal assistant, clerical worker,
office clerk, call centre agent, nursing auxiliary, nursery nurse)

Senior managers or administrators (usually responsible for planning, organising and co-
ordinating work and for finance) (such as finance manager, chief executive)

Technical and craft occupations (such as motor mechanic, fitter, inspector, plumber, printer, tool
maker, electrician, gardener, train driver)

Semi- routine manual and service occupations (such as HGV driver, van driver, cleaner, porter,
packer, sewing machinist, messenger, labourer, waiter/waitress, bar staff)

Middle or junior managers (such as office manager, retail manager, bank manager, restaurant
manager, warehouse manager, publican)

O O 0O 0O U O

Traditional professional occupations (such as accountant, solicitor, medical practitioner, scientist,
civil / mechanical engineer)

Would you like to be entered into the free prize draw to win [prize]?

QO Yes — please enter your details below O No

Would you like to be added to [Gallery]'s mailing list?

QO Yes — please enter your details below O No

-| Comment [dc21]: Optional.
These four questions must be
asked in this way in order to
derive the respondent’s NS-
SEC code
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May want to ask first name/last
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Thanks for your time - please hand your completed questionnaire to a member of staff. If you would
like any more information on this research, please contact [named contact at gallery] on [contact
details].
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