


Decreasing attendance, nationally



What has been gained from
10+ years of audience development
experiments?



Foundation Grants for Audience Development

The Wallace Foundation

: geaFJtlei Boston, Chicago, Philadelphia, San Francisco, Minneapolis/
t. Pau

John S. and James L. Knight Foundation
- Magic of Music orchestra initiative
- Miami Arts Challenge; Philadelphia Arts Challenge

Doris Duke Charitable Foundation
- Engaging Dance Audiences (Dance/USA)
- New Generations: Future Audiences (TCG)

The Andrew W. Mellon Foundation
The Cleveland Foundation

- Engaging The Future initiative

The James Irvine Foundation

- Arts Innovation Fund
- Arts Regional Initiative



On the positive side, | see...

New sensitivity to deepening the audience
experience

Artistic leaders starting to “own” the problem
Major shift towards community engagement
Growing awareness of active forms of participation

Heightened appreciation for the social aspect of
attendance

More artists who want to work in community
settings

More consortia forming to share marketing
resources



On the negative side, | see...

Too many one-site experiments

A lot of trial and error, without opportunities
to self-correct and try again
- Hence, a lot of abandoned projects

A lot of “re-discovering” of practices that have
been tried elsewhere

Very little cross-site learning

Continued marginalization of audience
development as a “marketing problem”

A lot of grant-hungry arts groups



Is the solution to audience growth...

1. “Fixing” the arts education system?

2. Lowering barriers to participation, in order to
expand access to the arts?

3. Doing a better job of marketing?

4. Investing in artistic output (i.e., new and
different programming)?



Confusing terminology is part of the
problem

Marketing and sales

Audience development

Audience engagement

Community engagement (formerly “outreach”)

“Increasing Participation”

- broaden, deepen, diversify (RAND/Wallace Foundation, c.
2002)



Building Demand



1. Selective demand:
Convincing someone to buy your product
over another one)

2. Primary demand
Building demand for a product category
(i.e., creating demand ‘from scratch’)



Building
primary
demand






Stimulating Primary Demand for Arts
Programs

the /‘ bnng hfe to hfe

00-PHuA



http://vimeo.com/32637365




“Demand-Building” refers to work by
artists, administrators, audiences and
funders to expand awareness,
appreciation, and attendance.



www.ddcf.org




Analysis of 170 Grant Applications

“Instrumental” strategies (the arts as a means of
achieving some other outcome)

Accessing demand across disciplines
Community engagement and co-creation
Lowering barriers to producing new work
Active participation strategies

New approaches to curating
Experimentation with setting
Experimentation with format
Demystification (educational interventions)
Communications strategies

Leveraging media to reach new audiences
New technology tools



Strategies for Building Demand for Artistic
Programs

Engage a Target
New Artistic Impulse / M Community
Curatorial Intent
Access new
audience via
adjacent forms

or disciplines

Remove barriers
(e.g., price);
enhance social
incentives

Engage via co-
creation; bridge
modalities

Employ media
to widen

reach
Format

EXperimentation ﬁ Creative Uses Of

Setting



What are the outcomes of demand-
building?



Desired Outcomes

Increased access or lowered barriers
- (i.e., structural outcomes)

Change in attitude or self-perception
- Taste acquisition/expansion (“l like jazz”)

Increased participation across modalities
- Inventive, interpretive, curatorial, observational

Increased attendance
Increased community support



lllustrative examples of demand-building
strategies



Strategy:

Experimentation with setting



2009 Sacrum Profanum Festival in Krakow, Poland



American Repertory Theatre, 2011, The Donkey Show



Gotham Chamber Orchestra, 2010



Classical Revolution,
at the Revolution
Café, San Francisco



Strategy:

Experimentation with format



Elements of Format Diversification

Selection of repertoire

Selection of artists

Length and number of “sets” and pieces
Sequencing of pieces

Integration of music with other art forms
(interdisciplinary work)

Ambient lighting

Visual elements (live video, interpretive text
projections, artistic collaborations)



Elements of Format Diversification -
Continued

Starting time; overall duration of concert

Amount of talking between pieces, other
“embedded context”

Length of intermission

Seating configuration, ability of audience
members to move around

Mediation rules (use of phones, cameras)
Policy on refreshments/food in the hall
Concert attire



Glyndebourne



San Francisco Symphony Film Series



New World Symphony: Pulse
(Late Night format)



New World Symphony: Pulse
(Late Night format)



New World Symphony: Pulse
(Late Night format)



New World Symphony: Pulse
(Late Night format)



New World Symphony: Mini-Concert
($2.50)



New World Symphony: WALLCAST



New World Symphony: Encounters Format

One hour, no-intermission, narrated performance focusing on a
single work or 2-3 thematically related works

Extended introductory explanations by onstage host
Projected images, videos and illustrations support commentary

$25 ticket, includes two drinks at a 45-minute social gathering after
performance with Fellows



New World Symphony: Journey Concert



Strategy:

Creative Communications



Thomas Wickell, Malmo Opera
http://vimeo.com/23553859



Strategy:

Bridging Modalities of Participation



Five Modes of Arts Participation,
Based on the Level of
Creative Control

AMOUNT OF CREATIVE CONTROL

d collecting art to the satisfaction of one’ s own artistic sensibility.

» Obgervational Participation occurs when you see or hear arts programs
of works of art created, curated or performed by other people.

« Ambient Participation involves experiencing art, consciously or
unconsciously, that you did not select.



Strategy:

Active Participation



http://irvine.org/publications/publications-by-topic/arts









Strategy:

Crowdsourcing and Co-creation


















There is one question at the core of
demand building:

How is preference acquired?



Four Approaches to Preference Discovery

e Self-guided discovery
- Often aided by technology (e.g., browsing YouTube)



Self-guided Preference Discovery


















http://www.laphil.com/concertmaster/





















Four Approaches to Preference Discovery

e Self-guided discovery
- Often aided by technology (e.g., browsing YouTube)

e Socially-based discovery

- e.g., recommendation from a friend, family member, sales
agent, or artist

e Curated discovery
- Through programming offered by arts providers

« Media-based discovery

- e.gd., seeing a new style of dance on television, hearing
unfamiliar music on the radio



How productive are these approaches to
preference discovery?

No one knows.






Taste communities



“Taste communities”

« Taste communities are groups of people
joined by a common passion, whether of
music or film or fashion or any number of
human endeavors.

e Seth Godin uses the term “tribes” to describe
the human social unit founded on shared
ideas and values, fuelled by social media.

e Taste communities are different than “fan

bases” and “customer segments” in important
ways:



“Taste communities” - continued

e Taste communities transcend demographics,
but are culturally-based

e Taste communities are social in nature
- Thus, they are self-reinforcing, and also self-destructing

e Taste communities are both naturally
occurring, and can be curated

- e.g., an orchestra might curate a taste community
around contemporary classical music by Latin American

composers



“Taste communities” - continued

e Taste communities are inherently fluid allow
for rapid evolution of musical - which is a
reflection of the marketplace

e Taste communities span current and
potential audiences

- A “prospect” will most likely enter your sphere of
artistic influence through a specific taste community






Next steps for building demand



Strategies for funders and policy-makers for
building demand at the institutional level

Working collaboratively on multi-site, multi-
year experiments

Organize the work around strategies
- i.e., fund “practices,” not just institutions

Designate greenhouse sites for experimentation

Expand focus from single-site innovation to
include diffusion systems

Support creativity in programming
Support research on preference discovery



Strategies for funders and policy-makers for

building demand at the community level

e Mobilize the collective enterprise to...

Support creative learning amongst youth
Lower barriers (e.g., free events, curated discounting)
Share marketing capacity

Create basic, system-wide opportunities for exposure to
the arts

Ensure that public media is supporting preference discovery
across the art forms

Produce large-scale public arts programming that captures
the imagination of the public



Discussion:

Building Demand for the Arts



Conversion Models



Consumers move
through stages of
adoption.

Where, along this
continuum, do you
plan to intervene?

Figure 1. Andreason’s
Performing Arts
Adoption Model

1. Disinterest (47%)

2. Interest (22%

3. Trial (7%)

4, Positive Evaluation (12%)
5. Adoption (4%)

Source: Expanding The Audience For The Performing
Arts, Alan R. Andreason, NEA Research Division Report
#24, 1991




What does psychology tell us about the
conditions that lead to behavior change?

FIGURE 4. SUMMARY OF BEHAVIORAL CHANGE PROCESSES
(Prochaska & DiClemente, 1983)

Old Behavior New Behavior
«Stimulus control  «Establish «Counter eReinforcement  «Self-liberation
«Environmental supporting conditioning management « Commitment to
re-engineering relationships  *Substituting *Rewarding new behavior
«Consciousness «Dramatic relief *Social self- »Social «Self re-
raising «Emotional appraisal liberation evaluation
eIncreasing arousal «Environmental  <Environmental «Self re-
awareness re-evaluation opportunities appraisal

External Intervention Validation/Conditioning Internal Adoption




Figure 5: Integrative Model of Building Demand
« Reverse negative « Reinforce positive * Reduce practical  Engage more deeply
associations beliefs barriers
« Provide intrinsic
« Provide basic arts » Arouse emotions « Provide incentives to rewards
education repeat after trial
« Provide information « Provide brand affinity
« Create desire to change » Establish supporting opportunities
« Offer low-threshold social relationships
« Alter self-perception trial opportunities ¢ Invoke memories of
e Ensure that past experiences
« Describe loss from self- e Intervene with formative
exclusion social stimulus experiences are
rewarding
Disinclined/Unavailable Asleep/Unaware Awake/Trialists Oriented/Casual -
“Churn”
(Trial is an Iterative Process)




