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30-months ago, in November 2013, a qualified 
ócrewô from seven different European organisations 
and two global partnering organisations took the 
first tentative steps on the predefined ADESTE 
path. We knew we were heading out to meet 
challenges and quite some surprises when we first 
met in Turin in November 2013. The ADESTE 
expedition and its core idea to gather a group of 
knowledge producing experts around a 30-month 
research and development project was a challenge 
in of itself. Over fifteen professionals from five 
countries with very different backgrounds in terms 
of cultural practices and approaches agreed to take 
on the challenge to respond to the need of a 
common interpretation of what audience 
development represents at a European level. A 
need also recognised amongst the priorities in the 
cultural agenda by the EU that funded ADESTE 
under its previous Lifelong Learning Programme. 

Our partnership started from getting to understand 
the national differences and slowly moved into 
developing shared perspectives on what 
competencies are needed for audience 

development and how to transfer them; and, most 
importantly, how cultural professionals should be 
equipped not only with the necessary knowledge 
and technical skills, but also with strong leadership 
and strategic skills to sustain their audience 
development plans at the level of their cultural 
organisations at large. A key element has been the 
progressive enlargement of the research and the 
exchange pool of voices that gave their contribution 
from the most diverse geographical and 
professional positions in the cultural sector at an 
international level. 

Moving through the different stages of the journey, 
our work and the training we designed and tested 
during ADESTE turned more and more into a 
ótrigger for changeô in the European cultural sector: 
to help professionals become effective óaudience 
developersô means to contribute to an 
organisational change where audiences are at the 
centre of the management system of organisations 
and to re-define their role in societies. After the 
early stages of the project, we created a list

1
 of our 

main initial research findings on training paths, 

1 ôList of main findings on the training paths, skills and competences for audience developmentô,  ADESTE report, 2014  

Foreword 
By Giulia Fiaccarini, Alessandra Gariboldi & Niels Righolt 
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skills and competences for audience development 
as a result of the research, analysis and mapping 
we carried out in order to provide answers to 
questions such as: 

¶ What is fundamental for professionals 
working in audience development? 

¶ Who is an audience developer? 

¶ Is formal education aligning with market 
needs? 

The more we dived into the subject through desk 
research, interviews, meetings, focus groups, and 
consultations with our international cross-sectorial 
group of experts, the clearer it became.  The initial 
ADESTE focus on professionals working inside 
cultural organisations was not enough. A true 
systemic change can only happen with the 
involvement of the whole organisation, engaging 
upper management in a change of perspective 
while building effective cooperation with policy-
makers. Understanding the complex relationship of 
policies, hierarchies and professional roles, and 
traditions became a main topic to be reflected on, 
as the project reached its formal end. 

Obviously the concept of audience development is 
perceived and implemented differently depending 
on the country and local context. Audience 
development seems to be more accepted and thus 
developed in the United Kingdom or Denmark than 
in Spain, Italy or Poland. Even within one country 
local conditions vary depending on the size, role 
and location of the city.  For example, audience 
development in the United Kingdom is more 
marketing oriented than is the case in Denmark, 
where a more participative approach is taken. 
Therefore, the identified training needs should be 
understood in a broad sense and ADESTE should 
seek for a model, which could embrace the 
differences between the partner countries. In many 
ways this was a key finding that influenced the 
decisions we later took for the design of the training 
methodology. 

The notion of a far more nuanced approach than 
we originally set out with was underpinned by the 
work made to define a ñEuropean Occupational 
Standard Profile of the Audience Developer"

2
. 

Referring to the "Audience Developer" as an ideal 
type for whom a set of knowledge, skills, 
competences, and attributes are required for arts 
and cultural organisations in order to reach new 
audiences, our findings clarified that even if 
creating a training programme targeted at single 
professionals working within cultural organisations, 
the ADESTE overall approach intends audience 
development as a strategic process involving 

several people within the same organisation to be 
fully active and effective.  

In the design of the ADESTE course, a key 
component was to mix formal training sessions with 
non formal sets dedicated to the development of 
those ñsoftò skills that emerged as fundamental to 
promote change at organisational level and turn 
towards an audience-focused management 
system. Action Learning was the methodology 
adopted to guide the groups of trainees in their 
path of self-awareness and empowerment through 
the acquisition of strategic and leadership skills. 
Tested on 65 practitioners from 5 EU countries, the 
testing process provided us with the necessary 
feedback, experiences and anchorage that allows 
the consortium to further sharpen and develop our 
trans-European methodologies in building audience 
development skills for the benefit of both the 
audience, the professional within the arts and 
cultural sectors and the public at large.  

What you can find in this e-book is the journey 
behind the ADESTE project, told through a 
collection of articles and personal reflections from 
the people involved in the project; researchers, 
trainers and experts from our team, participants in 
the training programmes, and external experts. The 
articles touch on a variety of aspects in the project 
and the learnings, we generated from it. There are 
articles on the project context, its aims, main 
actions and the consortiumôs overall vision on 
audience development. Other articles presents the 
main research findings and further developments 
that research in this field should take and some 
articles are of course dedicated to the ADESTE 
training programme, its testing across Europe and 
their evaluation. The final articles draft some 
conclusions reflecting ADESTEôs main dimensions 
of work, cooperation and international exchange, 
organisational change, research and cultural 
policies.  

This e-book was made possible by the great efforts 
and commitment of the partnering institutions and 
all the experts involved. The ADESTE consortium 
is very grateful to all the people who gave their 
support along the different project phases sharing 
their ideas and enthusiasm. 

Enjoy your reading! 

Niels Righolt, Giulia Fiaccarini and Alessandra 
Gariboldi 

 

2 ôEuropean Occupational Standard Profile of the Audience Developerô, ADESTE report, 2014  
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Europe needs to increase cultural participation, but 
cultural organisations also need to be equipped to 
manage the challenge. How to enable cultural 
organisations to reach and engage a wider 
audience? Stemming from this premises, as a 
Leonardo da Vinci óDevelopment of Innovationô 
project, ADESTE was designed to bring innovative 
training, in content and methods, to create a new 
professional figure able to renovate the cultural 
sector: the ñaudience developerò. 

Audience development (AD) is still mainly a ground
-based activity, not a discipline (yet), strongly 
related to single professionalsô practices across 
different countries: a rich and fragmented 
knowledge lays on practices, that we wanted to 
unlock to the whole cultural sector - and to the 
cultural managers of tomorrow. 

Our first and preliminary step was to agree upon 
what audience development is and what it means 
for an art organisation to be audience-oriented. 
Despite the different cultural backgrounds and 
national contexts, the consortium agreed upon 
some crucial premises: 

¶ AD is a strategy issue, not (only) a technical 
issue 

¶ AD should be embedded in the whole 
organisation 

¶ AD can happen in many different ways (one 
size does not fit all) 

With this shared perspective, the aim to fill a gap in 
the European vocational education and training by 
promoting the new professional profile of ñaudience 
developerò was pursued by implementing a plan of 
actions between November 2013 and April 2016.  

1. Analysis of existing training paths and 
required competences. To what extent and how 
AD is taught in Europe? What content and 
methodologies have been developed so far? How 
do professionals in the field define themselves, and 
what skills and competences they feel are needed 
for developing audiences? We analysed 72 
educational and training paths in 13 EU countries 
and furthermore interviewed 34 experts from 
Europe, USA and India. 

Results showed that the needs within the field were 
increasing, that AD was rarely taught as a topic 
itself and mainly with traditional methodologies, 
mostly focused on marketing related contents. 
Interviews helped us identify required competences 
and to shape a competency model equally based 
on hard and soft skills. 

2. Research and development of a competency 
model. Stemming from our research, we 
worked out a competency model that we shared 
and discussed with cultural professionals through 4 
national focus groups in Italy, Spain, Denmark and 
the UK and two international focus groups, 
involving experts from 5 European countries, India 
and the US. The process led to the identification of 

Increasing cultural participation 
An introduction to the ADESTE-project: the gaps and their aims 

By Alessandra Gariboldi 
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a new European professional profile linked to the 
development of publics for arts and culture. 

3. Development of innovative non-formal 
learning methods. The model took into account 
the research and development phase and was 
based on a strong relationship between hard and 
soft skills, which was intended to be transferred 
through a mix of training methodologies. 12 
trainers from 5 countries were trained during an 
intensive workshop in order to test the same 
training model in Italy, Spain, Denmark, Poland 
and the UK. 

4. Testing of the new training programme in 
audience development. After a shared 
recruitment process was completed 65 
practitioners were selected across the 5 EU 
countries. They represented a mix of arts 
professionals working in cultural organisations from 
different sectors - museums, theatres, orchestras, 
music institutions, heritage, arts centres, 
performing arts centres, libraries, festivals, with 
different sizes - medium, small and large 
institutions, and from different geographical 
contexts, from rural areas to big urban areas. The 
testing phase started in May 2015 and lasted up to 
10 months in each testing country.   

 

 

 

 

 

 

 

 

 

 

5. Evaluation of the training programme. The 
evaluation approach was based on Grounded 
Research, designed to encourage participants to 
openly discuss areas of the project and then to 
assemble their responses around the stated aims. 
This took place at three levels: 1) that of the 
delivery of the initial workshop to train the ADESTE 
trainers; 2) that of the piloting process (trainers 
delivering the training); and 3) that of trainees 
delivering skills and knowledge in their 
organisations. As for research, training, design, 
and testing, further details are provided in the 
following chapters of this report. 
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65 trainees from 5 European countries: 
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I would say it is the human factor that 
matters the most. Audience development 
allows us to create a coherent strategy of 
the organization considering the changing 
and complex issue that is audience. 
 
 

- a Polish participant from the performing arts 
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Two years ago during a project meeting, one of our 
third country partners asked us: ñWhy are you 
doing this project?ò This disarming and powerful 
question encouraged us to reconsider the same 
basis of our work, and to go more in depth with our 
understanding of what AD represented not only 
within the consortium, but from a European 
perspective. 

ADESTE perimeters were clear to us since the 
beginning. We knew that handling competences in 
the cultural sector was just one of the multifaceted 
sides of the óbig issueô of finding a new role for 
culture in the challenge of societal change. But its 
potential grew over time, as we met professionals 
from all over Europe sharing the same need of 
reflection, innovation and of sense making in a 
changing world. Our vision of AD was shaped over 
time, through the contribution of many 
professionals and researchers who gave us their 
time and insights, nurturing an on-going process of 
review.  

WHAT 
Firstly, we had to share a perspective on AD as the 
profound process we wanted to enable our trainees 
to face and lead. Although it was ñonlyò about 
training, we had to agree upon what kind of AD we 
wanted to foster. And it happened unexpectedly 
smoothly for the consortium to agree on four key 
points: 

¶ However you tackle it, AD is an on-going, 
transformative process 

¶ AD is a strategic issue, not (only) a technical 
one 

¶ AD should be embedded in the whole 
organisation 

¶ AD can happen in many different ways (one 
size does not fit all) 

Defining what we meant by AD might have been 
enough to work around key skills and 
competences, which our main commitment in terms 
of expected results. But pushed by our partners 
and critical friends from all over the world, we soon 
realised that we also needed to ask ourselves why. 
Why to invest towards AD, cultural policies, and 
training? The possible answers to this question 
strongly affect how cultural organisations and 
policy makers tackle the issue. 

WHY 
The general and increasing attention on AD in 
Europe is due to different factors, stemming from 
different legacies and motivations. There are ñoldò 

Setting the perimeters 
Audience Development: an ADESTE vision upon what and why 

By Alessandra Gariboldi 
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reasons, political ones, rooting in the idea of 
democratisation of culture. There are ñnewò 
reasons like the economical ones (the decrease of 
public funding pushing the sector to look for 
financial sustainability). There are social policy 
reasons, since it is acknowledged that cultural 
development is associated with social and 
economical development. And, last but not least, 
there are cultural reasons, which have shaped our 
new way to see old problems: globalisation, 
migrations, and technological evolution are 
fostering huge changes in how people behave and 
interact, also enabling an active attitude towards 
content and decision making, something 
unprecedented in our society.  

We believe that such a strong attention to the topic 
of AD happens for a mix of the above-mentioned 
reasons. And, besides the validity of the that, we 
also believe that this convergence is a valuable 
opportunity for reframing the role of culture and its 
forms in a completely new social and political 
context, a possible trigger for innovation not only in 
the cultural sector, but in the whole society. 

From the ambitious perspective of claiming a 
change-making role for culture, AD is not an 
institutional, personal challenge, but a societal 
one: no matter how a single organisation works 
hard (and well) on it, the change we expect can not 
be achieved by individuals, but must be 
progressively worked out collectively.  

If our aim is to produce a societal change through a 
cultural one, we must state that before anything 
happens out there, the change must start from 
ourselves, from inside cultural organisations, 
first in listening and understanding, then in 
changing the way they interpret their role. Actually, 
a never-ending process that must reinvent its tools, 
as time is always changing. We assume that 
cultural forms must keep changing to maintain their 
role of reflective spaces of dialogue and innovation, 
keeping questioning society: a tough challenge 
both for policy makers and organisations, that have 
maintained the same structures and frameworks for 
approximately the last 200 years. 

Last but not least, itôs about politics, far before than 
policies. Enabling change, supporting not 
cultural forms but cultural meanings, itôs about 
considering culture as a key factor for human and 
societal development, taking responsibility not only 
to preserve its memory, but also to make space for 
voiceless communities, and to empower them. 
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ADESTEôs research dimension has been 
highlighted since the beginning of the project. It 
was difficult to envision any pilot training without 
first having identified the ideal skills of the new 
profile that this training should develop: the 
audience developer. The research phase of the 
project involved three different methodologies 
(desktop research, interviews with experts, and 
focus groups) that were put in place throughout the 
projectôs research, analysis and mapping phase, 
(WP2) and the process of defining the occupational 
standard profile for the European audience 
developer (WP3). 

A SCAN OF THE PARTICIPATING COUNTRIES 
The desktop research was undertaken in order to 
analyse the status and position audience 
development finds within the training and 
educational paths in Europe ï as well as the 
competences transferred and the methodologies 
adopted. This phase was designed to identify if and 
how audience development is being taught in 
Europe and beyond. We explored this issue by 
mapping education/training experiences focusing 
on óaudienceô issues in the participating countries. 
Initial research indicated that there were few 
training courses and paths specifically dedicated to 
audience issues. The partners agreed to extend 
the survey in order to include wider education/ 
training paths dedicated to arts and cultural 
management, to verify if and how different 
disciplines related to audience development are 
taught in courses dedicated more in general to arts 
management; and the way that a focus on 
audience engagement is indicated in these training 
paths. 

INTERVIEWING EXPERTS 
The second part of the research process consisted 
of 34 in-depth interviews with relevant and 
innovative experts, trainers, and consultants in 
audience development. These interviews were 
conducted in seven European countries, as well as 
in India and the United States. The interviews 

explored the issue through the experiences of 
professionals strongly engaged in focusing on the 
audiences in the cultural sector. The interviews 
were a qualitative tool to investigate how AD is 
practised by some of the main experts in this field 
and also aimed to assess the experience-based 
knowledge and skills of these experts so that we 
could assess how these might be transferred into a 
set of competences or rather a competence model 
that are useful in an audience development 
practice. 

FOCUS GROUPS NATIONALLY AND 
INTERNATIONALLY 
After gaining an initial understanding of the ideal 
audience developer profile through a set of 
individual interviews, we mediated a discussion 
and exchange of points of views amongst experts. 
From June 2014 to September 2014, three different 
types of focus groups were designed and met in 
order to reflect on the issues: national focus groups 
met in the partner countries, a consortium focus 
group met in Rome (Italy), and a European focus 
group with external experts met in Lecce, (Italy). 

Firstly, the national focus groups were undertaken. 
The content of the discussion was organised 
around four key questions: 1) Definition of 
audience development by participants; 2) The 
audience developer professional profile: what 
knowledge, skills, and competences should they 
have?; 3) How can audience developers fit into the 
different cultural organisations? (labour market 
needs); and 4) What are the formal and informal 
innovative training paths needed to achieve the 
new professional profile? 

Secondly, a focus group at the consortium level 
was conducted in Rome (Italy). In this case, the 
participants were members of the ADESTE 
European partnership, as well as the third country 
partners from India and USA. The methodology 
applied was the World Caf® Methodology. The 
questions posed were: 1) What knowledge, skills 
and competences do you feel are required for the 

In search of the ideal set of skills 
The issue of research: Why and what we did 

By Amaia Makua & Macarena Cuenca 
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Audience Developer? and 2) Audience 
development is thought to be increasingly 
important for the cultural sector, and EU considers 
it a priority of Creative Europe. How do you 
imagine the audience development role in the next 
10 years? The group of partners had two 
discussion sessions to develop and suggest 
comments made during the World Caf® and the 
international partnersô contributions. 

Finally, an international focus group was conducted 
with the participation of external European experts 
in Lecce, Italy. The objective of this meeting was to 
create space for the exchange of best practices in 
the field of audience development that could lead 
us to identify the core knowledge, skills and 
competences required for successful practices. In 
order to fulfil this aim, we used the PechaKucha

3 

20x20 Methodology followed by a discussion and 
individual reflection. 

Three different deliverables emerged from these 
findings: 

¶ D17: Map of the European training paths 
and practice  

¶ D21: Report on new training needs  

¶ D22: European occupational standard profile 
of the audience developer based on the EQF 
model  

AUDIENCE DEVELOPMENT IS A GROWING 
ISSUE 
Concerning the map of the European training paths 
and practice, it can be highlighted that AD is a 
growing issue, and that training in the field has 
been increasing substantially over the last five 
years. However, AD is still mainly a ñprofessional 
issueò, trained by and targeted to professionals 
already working in the field, whilst formal 
educational paths are not yet completely aligned 
with the new market needs. Moreover, many 
courses and training paths delivered by 

educational institutions do not tend to consider 
essential ñstrategicò subjects, such as the 
empowerment of soft skills and personal attitudes, 
while the professionals consider these 
competences as being strongly needed and 
included. In addition, personal skills and attitudes 
are fundamental to the creation of an audience 
developer occupational profile and the enabling of 
personal and organisational empowerment. Finally, 
it seems that an óaudience developerô is not only a 
cultural mediator, but more of a project manager 
able to collect and connect resources and put them 
together in order to reshape the organisations, 
helping them to focus on their impacts rather than 
just on their activities, involving attitudinal, 
strategic, and practical skills. 

METHODOLOGIES DESIGNED TO GIVE 
RESPONSE 
The report on new training needs emphasises that 
training in AD has gaps in terms of its orientation, 
design, and implementation and that, considering 
the European Qualification Framework, it should be 
based more on learning outcomes. Moreover, a 
system should be established to validate non-
formal and informal learning and both academics 
and professionals should be involved in training in 
AD. Furthermore, training methodologies should be 
practical and innovative and designed to give 
response to the needs arising from AD. 

AD BETWEEN INDIVIDUALS AND 
INSTITUTIONS 
Finally, regarding the profile, the idea of an 
"Audience Developer" being one person's role at 
an institution vs. being a whole organisationôs 
approach has been largely discussed amongst the 
partners. And in fact, we refer to "audience 
developer" as an ideal type for whom a set of 
knowledge, skills, and competencies are required 
and that they should reside in several people to be 
fully active and effective, rather than relating to a 
job position to be occupied by only one person. 

3 http://www.pechakucha.org/faq  

http://www.pechakucha.org/faq
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Moreover, the research has shown how context 
dependent audience development processes are, 
and how they differ from country to country, from 
subsector to subsector, and even from organisation 
to organisation. The conclusions stress that it 
makes no sense to hire an audience developer if 
the organisation is not embedded in an audience 
development philosophy and that AD should be 
part of the strategic purpose of the cultural 
organisation. 

LEADING ORGANISATIONAL CHANGES 
Concerning the position, the report concludes that 
the AD role is a senior position. On the one hand, 
because a profound insight into and understanding 
of the cultural organisation and its surrounding 
community is needed. On the other hand, because 
the audience developer should be in a position to 
influence the organisation. Moreover, the audience 
developer should have an extended knowledge of 
the specific cultural products of the organisation 
and a broad knowledge of the cultural landscape in 
general, owning awareness to how the cultural 
sector is changing. In order to reach this goal 
anchorage within humanities and social sciences 
may be needed. Besides, the audience developer 
should master the audience development 
processes, being aware of relevant literature and 
research findings, as well as of international best 
practices. Additionally, the audience developerôs 
role should be a transversal role, responsible for 
building connections within and outside the cultural 
organisation and enabling collaboration with other 
key positions in the organisation (e.g. artistic and 
communication departments). The audience 
developer should be able to build sustainable 
multidisciplinary teams, to inspire them and trigger 
innovation within the organisation, facilitating a 
creative exchange developing new approaches.  
The audience developer is able to work with a ótrial 
and errorô practical attitude. Finally, the audience 
developer should be able to lead changes in the 
organisation, being flexible enough to react to 
unexpected results and s/he should be a network 
oriented cultural project manager, able to 
undertake audience development initiatives in a 
practical way, without losing the global perspective. 

Considering all this, a set of hard and soft skills has 
been identified and strategy and leadership skills 
have emerged as very relevant. This has led to the 
design of a pilot training that has considered both 
types of skills. 
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It was in 1946 that George VI granted a charter of 
incorporation to the Arts Council of Great Britain for 
the twin purposes of ñdeveloping a greater 
knowledge, understanding and practice of the fine 
arts exclusivelyò and ñin particular to increase the 
accessibility of the fine arts to the publicò. So from 
the vantage point of 2016 we are able to reflect on 
a history of 70 years of public subsidy for the arts. 
Although such anniversaries rarely offer anything 
more than symbolic value, in this case it provides 
pause for thought about the long-term direction of 
travel and a moment at which to assess 
achievement in the light of the original ideological 
intent.  

Inherent in the idea of Arts Council-led public 
subsidy is a moral imperative to ensure democratic 
access to the arts and culture being funded ï a 
ódemocratisation of cultureô. This philosophy/
ideology has manifested itself in a number of 
documents, from Jennie Leeôs A Policy for the Arts 
ï The First Steps (Lee:1965, see reference)

4
 to 

Great art and culture for everyone (2013)
5
. In 

practice, this has meant many things, from touring 
national companies and building regional venues to 
funding for community arts and audience 
development. 

Most recently, the ideology of the democratisation 
of culture has appeared in the newly minted DCMS 
Culture White Paper (DCMS:2016, see reference)

6
, 

with its language of ñreaching out and increasing 
accessò. As the first arts policy in more than fifty 
years (and only the second ever published) DCMS 
describe the white paper as ñground-breakingò. 
What it certainly is not, however, is paradigm 
shifting. 

NOT TAKING PART 
Despite much laudable talk of availability and 
access, the true beneficiaries of public funding for 
culture still constitute only ña small 
minorityò (Bunting, Chan, Goldthorpe, Keaney & 
Oskala: 2008, see reference)

7
. Well over a decade 

ago, the academic Eleonora Belfiore wrote: ñéthe 
fact that so much of public money goes to art forms 
the consumption of which is effectively still the 
preserve of the well-educated and the relatively 
wealthy (after over 50 years of ñpro-accessò 
policies) is undoubtedly a source of 
uneaseò (Belfiore: 2002, see reference)

8
. Arts 

Council Englandôs (ACE) own reporting (see 
reference)

9
 noted some years later: ñéeven if we 

were able to eliminate all the inequalities in arts 
attendances associated with education, social 

Whose culture?  

Reconsidering democracy and public subsidy 

By Steven Hadley 
 

The mismatch between the publicôs taste and the publicly funded cultural offer means that 
arts organisations must often attempt to democratise the culture of an elite. We asked the 
British researcher and long time cultural professional, Steven Hadley if it is time to 
reconsider what we mean by a democratic public culture and to give us an insight on the 
situation in the UK as an example. Here is what he answered. 

4Jennie Lee, http://action.labour.org.uk/page/-/blog%20images/policy_for_the_arts.pdf 

5http://www.artscouncil.org.uk/advice-and-guidance/browse-advice-and-guidance/great-art-and-culture-everyone 

6https://www.gov.uk/government/uploads/system/uploads/attachment_data/file/509942/DCMS_The_Culture_White_Paper__1_.pdf 

7http://www.artscouncil.org.uk/media/uploads/indifferencetoenthusiasm.pdf  

8http://www.tandfonline.com/doi/abs/10.1080/102866302900324658#.VsxYoylQk4A  

9http://www.artscouncil.org.uk/media/uploads/pdf/nas_literaturereview_pdf  

http://action.labour.org.uk/page/-/blog%20images/policy_for_the_arts.pdf
http://www.artscouncil.org.uk/advice-and-guidance/browse-advice-and-guidance/great-art-and-culture-everyone
https://www.gov.uk/government/uploads/system/uploads/attachment_data/file/509942/DCMS_The_Culture_White_Paper__1_.pdf
http://www.artscouncil.org.uk/media/uploads/indifferencetoenthusiasm.pdf
http://www.tandfonline.com/doi/abs/10.1080/102866302900324658#.VsxYoylQk4A
ttp://www.artscouncil.org.uk/media/uploads/pdf/nas_literaturereview_pdf
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status, ethnicity, poor health and so on, a large 
proportion of the population would still choose not 
to engage with the artsò.  

In 2015, The Warwick Commissionôs report on the 
Future of Cultural Value offered a new 
segmentation of cultural consumption (The 
Warwick Commission: 2015, see reference)

10
 

based on Taking Part, data which showed that the 
two most highly culturally engaged groups 
accounted for only 15% of the general population 
and tended to be of higher socio-economic status. 
The wealthiest, better-educated and least 
ethnically diverse 8% of the population formed the 
most culturally active 
segment of all. Between 
2012 and 2015 they 
accounted (in the most 
conservative estimate 
possible) for at least 28% of 
live attendance to theatre, 
thus benefiting directly from 
an estimated Ã85 per head 
of ACE funding (DCMS: 
2015, see reference). This, 
to quote the Warwick 
Commission report, 
ñsuggests that low 
engagement is more the 
effect of a mismatch 
between the publicôs taste 
and the publicly funded 
cultural offer ï posing a 
challenge of relevance as well as accessibilityò. As 
Robert Hewison bluntly notes in his book Cultural 
Capital: The Rise and Fall of Creative Britain 
(Hewison: 2014, see reference)

11
. 

VALUES, NOT VALUE 
This situation, after 70 years of subsidy, asks a 
fundamental question about the culture, which is 
supposedly being democratised. If art and culture 
are to matter to more people, they must provide 
them with value. Much audience development 
work, however, seeks to provide people not with 
value but with values, because the ideological 
basis of audience development is the 
democratisation of culture. The culture to be 
democratised is not a common, shared or popular 
culture but the culture of an elite. A culture that 
needs to be democratised in order to justify the 
subsidy that has led to its creation. 

To be fair to ACE, it recognises that ñof course 
thereôs more to doò (Efunshile: 2015, see 
reference)

12
. Itôs a viewpoint which strongly implies 

that ACE sees democratisation as a process. 
Moreover, a process that may take a very long 
time. If it can in fact ever be achieved at all. In this 
sense, democratising the arts has become the 
ópainting the Forth Bridgeô of cultural policy. The 
question is whether or not thatôs acceptable. 

DCMS state that their new white paper ñsets out an 
expectation for the first time (my emphasis) that 
every Government-funded museum, theatre, 
gallery, opera house and arts group should reach 

out to everyone, regardless of 
their backgroundò (DCMS: 
2016, see reference)

13
. This 

appears as either a tacit 
admission that the previous 
seventy years of the 
democratisation of culture 
was a bit of a sham, or as a 
failure to understand that 
what is described in the 
Culture White Paper is 
enshrined in the 1946 
Charter. 

CULTURAL CAPITALISM 
Set alongside imbalances in 
the geographic distribution of 
funding the apparent failure to 

extend equality of cultural opportunity to all 
sections of society is now being referred to by 
commentators as ócultural capitalismô. This begs 
the fundamental question of how much longer the 
current system of arts subsidy can be considered 
legitimate (Stark, Gordon & Powel: 2013, see 
reference)

14
. There are, however, promising signs. 

From one perspective, Creative People and Places 
could be construed as an approach grounded in 
ideas of cultural democracy ï that is to say, in a 
bottom-up, participant-led cultural process. 

This is not to suggest that these ideas are new but 
rather that, after seventy years, perhaps their time 
has come around again (Simpson: 1976, see 
reference)

15
. 

Steven Hadley is a postgraduate researcher at 
Queenôs University Belfast and an arts marketing 
and audience development consultant.  

Democratising the 
arts has become the 
ópainting the Forth 
Bridgeô of cultural 
policy. The question 
is whether or not 
thatôs acceptable. 

10http://www2.warwick.ac.uk/research/warwickcommission/futureculture/finalreport/ and http://www.artscouncil.org.uk/what-we-do/
research-and-data/arts-audiences/taking-part-survey/  

11http://www.versobooks.com/books/1760-cultural-capital: ñThe majority of people are not taking part.ò 

12http://blog.artscouncil.org.uk/blog/arts-council-england-blog/legacy-jennie-lee 

13https://www.gov.uk/government/news/culture-at-the-heart-of-our-communities  

14http://www.gpsculture.co.uk/rocc.php 

15http://www.worldcat.org/title/towards-cultural-democracy/oclc/905854168?referer=di&ht=edition  

http://www2.warwick.ac.uk/research/warwickcommission/futureculture/finalreport/
http://www.artscouncil.org.uk/what-we-do/research-and-data/arts-audiences/taking-part-survey/
http://www.artscouncil.org.uk/what-we-do/research-and-data/arts-audiences/taking-part-survey/
http://www2.warwick.ac.uk/research/warwickcommission/futureculture/finalreport/%20and%20http:/www.artscouncil.org.uk/what-we-do/research-and-data/arts-audiences/taking-part-survey/
http://blog.artscouncil.org.uk/blog/arts-council-england-blog/legacy-jennie-lee
https://www.gov.uk/government/news/culture-at-the-heart-of-our-communities
http://www.gpsculture.co.uk/rocc.php
http://www.worldcat.org/title/towards-cultural-democracy/oclc/905854168?referer=di&ht=edition
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As the core of the programme has to do 
with questions that are not easily 
answered but closely linked to ideas of 
interdisciplinary and learning 
organizations and policies for cultural 
democracy and as these subjects engage 
people all over the sector and in many 
other sectors, I am sure that we will see a 
wave or movement of change within the 
next decade 
 

- a Danish participant from contemporary arts  
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THE BRIEF 
At the centre of ADESTE is the development of the 
skills and capacities needed by those working in 
audience development. This is not straightforward 
because the basic concept of - and need for 
audience development is not necessarily 
commonly accepted, while its purpose and practice 
are frequently disputed. The ADESTE view is that 
audience development is not just a critical strategic 
process, but THE process by which cultural 
organisations might become more democratic and 
socially relevant in a lasting and meaningful way. 
Furthermore, the kind of audience-centric thinking 
audience development demands is still a new idea, 
often requiring organisational change, if not a 
change of hearts and minds. 

Our approach to training reflects this 
understanding, and is designed to equip trainees to 
use simple and effective strategy tools, whilst 
valuing their combined knowledge as audience 
practitioners, and recognising their role as change 
agents.  

The training methodology was devised to support 
practitioners working in various cultural contexts, 
and to be flexible enough to support a wide range 
of audience outcomes. 

BACKGROUND 
The research undertaken during the early part of 
the project into existing audience development 
training in Europe showed that audience 

development was rarely taught as a standalone 
subject. In some places in Europe it wasnôt 
recognised as a topic at all, though elements could 
be found in general cultural management, 
marketing, communications or education training. 
Where it did exist, it was usually in short practical 
courses for people already working in the field. 

Analysis suggested that the training need was for 
those already working in cultural organisations, 
with varied career histories. What people had in 
common was the responsibility to develop 
audiences, for codified practice but one which 
recognised the hybrid nature of their work. It was 
notable that many worked in a cross-disciplinary 
way, as individuals or as managers of teams; 
combining marketing, educational and curatorial or 
programming activity in a joined-up way. It was 
clear that people needed a combination of óhardô 
technical skills 

¶ Strategy tools particularly appropriate to 
audience development 

¶ Know-how in effective audience 
development activity 

And ósoftô, transversal leadership skills. We 
recognised as the programme developed, that 
individuals needed support as óchange agentsô in 
particular, because advancement not only means 
learning how to do it but also how to persuade, 
discuss or negotiate stakeholders in and outside 
organisations. óAudience developersô, the research 

The training methodology for ADESTE 
How it was done and the thoughts behind 

By Jonathan Goodacre & Anne Torreggiani 
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suggested were mediators, and enablers of change 
in attitudes and behaviour, both internally and 
externally. The training approach is designed to 
support and develop these functions to: 

Find[ing] new ways and means to mash up 
techniques and approaches, going to the very 
heart of cultural planning, adopting a long-term 
perspective and going beyond the single cultural 
organisation perspective to reshape the 
relationship between the audience and all culture is 
vital, because change cannot be provided by 
working in separate fields.

16 
 

THE TRAINING APPROACH 
The training approach developed in the framework 
of ADESTE, then, recognised óhardô and ósoft skillsô 
and looked in particular to encourage participants 
to learn in an experiential way that drew on their 
own experiences and those of fellows. The 
intersection between the techniques chosen to 
promote hard and soft skills was a critical element 
in the success of the programme.   

The devised approach therefore had two elements: 

1. Development of an Audience 
Development Plan 

Focussing on use of strategy tools, tried and 
tested in audience strategy and exploration of 
real-world activity, which delivers successfully 
on a range of audience objectives. 

 

The tools and techniques used were simple and 
well known, the emphasis being placed on how 
and when they might be expertly applied. 

2. Support through participation in an Action 
Learning Set 

Scheduled to enable participants to reflect and 
learn from their experiences (and those of 
fellows) to try to embed audience strategies 
within their organisations. Action Learning is a 
powerful co-coaching tool recognised for its 
capacity to enable learning by doing and foster 
a collaborartive approach to leadership. 

Action Learning
17
 is a particular group coaching 

and learning method developed by Reginald 
Revans. At the centre of the philosophy is the 
taking of action and reflecting on results in order to 
learn. Participants become part of an Action 
Learning Set who meet periodically to support each 
other and find solutions to issues they face in the 
workplace. 

The Action Learning process created an impetus 
for participants to try out the techniques used, to 
reflect on their success, supporting individuals in 
their often challenging progress as change agents, 
and expanding learning through a deep 
understanding of the work of colleagues in the 
Action Learning group. 

 

16Adeste Research Report: A Map Of Training Paths, Skills And Competences For Audience Development July 2014 

17More information on Action Learning: http://www.actionlearningassociates.co.uk/action-learning/ 

Action Learning Associates were brought in as experts to train-the-trainers  

http://www.actionlearningassociates.co.uk/action-learning/
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THE TRAINING FORMAT 
Sessions took place in five countries over six to ten 
months following the same basic pattern. Again, 
the format, placed the empahsis on experiential 
learning.  

¶ Two 2-day sessions split into production of 
an audience development plan by the 
trainees and participation in a óhow-toô action 
learning set, 

¶ Three sessions in an Action Learning set 

¶ Session for final conclusion looking at how 
the audience development plans were 
working with a final Action Learning session 
and evaluation of the process 

The development of an audience development plan 
was used as a way to combine various elements 
and ideas in a practical tangible way that could 
accommodate different types of organisation. It 
was something useful that people could implement 
immediately and also provided real practice that 
participants could reflect upon as part of their 
learning. 

Splitting workshops enabled participants to go 
away and reflect on their challenges and gather 
evidence before developing their plan. 

Action Learning skills, in themselves essential 
transversal coaching skills, were developed 
alongside, and then the group continued to meet 
as part of an Action Learning Set up to 6 more 
times over the life of the project.  

TRAINING THE TRAINERS 
The trainers from England, Denmark, Poland, Italy 
and Spain all attended a ótrain the trainersô session 
in London in April 2015. This was led by the 
Consultancy Director of The Audience Agency 
alongside Action Learning Associates. Following 
the approach outlined above, the trainers took part 
in six days that split between using audience 
development planning at the centre of a learning 

process and learning about the facilitation of Action 
Learning sets. There were also opportunities to 
discuss and modify the training approach as part of 
a more general discussion with the Chief Executive 
of The Audience Agency. It is important to note that 
all those taking part in this session were seasoned 
trainers and the sessions were designed by The 
Audience Agency to maximinse the collective 
expertise and to help trainers reflect on their own 
practice. The final curriculum was then designed 
collaboratively. 

CASCADED TRAINING 
Trainers then led sessions with participants in their 
own countries recruited through a mixture of open 
and targeted approaches. All trainers worked with 
the core curriculum, adapting the materials from 
the London session, and sharing these adaptations 
and enhancements across the group, a process 
which helped to refine and evolve the programme 
over the period.  

For example, in Italy trainees didnôt have as much 
experience in audience analysis as had been 
expected and therefore there was an increase in 
the amount of time dedicated to the hard skills. In 
Denmark, it was felt that the two different sides to 
the training needed more integration so they 
worked with an Audience Development session in 
the morning and an Action Learning session in the 
afternoon. In England, to differentiate it from other 
training programmes, a new dimension was added, 
recruiting trainees on to ADESTE who were 
working internationally in some way. 

Some places also added one to one sessions with 
trainees before, between or after sessions in order 
to understand participant needs or to provide extra 
support. There were also modifications made 
responding directly to trainee needs. So in Poland 
there was an extra session for leaders and 
managers to help bridge the gap between 
aspiration and delivery. In Italy, there was an extra 
session on developing audience goals and in Spain 
a greater emphasis on analysis. In Spain they also 
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rotated the Action Learning sessions around some 
of the partners, combining it with getting to know 
the different places. 

In delivery, all partners discovered the necessity of 
using case studies and practices that were relevant 
to their regions and practitioner organisations, 
although many also benefited from the trans-
European sharing of examples and ideas. The 
capacity to do both is one of the key strengths of 
ADESTE ï being both local and international ï 
learning from others and sharing each partnerôs 
good examples. These were shared through the 
Facebook group, through the website, and directly 
between partners. 

In addition, all the trainers took part in their own 
virtual Action Learning set between April and the 
end of the year in order to help support their 
development. 

CONCLUSIONS 
As this phase of the programme ends, it is clear 
that this experiential and collaborative approach 
has value. It introduces potentially difficult concepts 
in a way that also encourages learning and long 
term sustainability. It is strong enough to be flexible 
in a range of contexts, but recognises some 
common aspects of best practice. It is realistic 
about the need for individuals to be supported not 

just by tools and techniques, but by people and 
networks.  

It has also given us confidence and a recognised 
process by which to develop training and 
development programmes in a highly collaborative 
way which draws on the best international practice 
in an active and practical way.  

What it has also done is helped the partners to 
identify wider challenges: audience development 
works where it is embraced by whole 
organisations. The learning from the training 
programme will continue to inform the future work 
of what has now been established as the ADESTE 
partnership. 
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