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South West

& Audiences

Visual Arts Development in the
South West Scoping Study

Introduction, Background and Approach

The publishing of Turning Point, a 10-year strategy for the visual arts, is a key driver in
developing the visual arts in England. It has led Arts Council England to make
strengthening the visual arts one of 4 key priorities as outlined in the corporate plan
2008 - 2011.

Arts Council England, South West commissioned Audiences South West to scope the
opportunities for visual arts development across the region.

They commissioned three studies that respond to three geographic areas.

The first piece of work commissioned was for the West of England sub-region and
was carried out by Visual Arts West, a project of Audiences South West, This study
examines the needs of the West of England, including, Bristol, Bath, Gloucester,
Cheltenham and Taunton and also includes an audit of organisations across the
sub-region. Evidence was gathered through a combination of face-to-face
interviews, telephone inferviews and discussion groups.

Two further studies were then commissioned; 1 - Devon & Cornwall, including Exeter,
Torbay and Plymouth (carried out by Ann Jones and Christina Dixon) and South,
including Bournemouth, Poole, Dorset, Wiltshire & Swindon (carried out by Phil Smith
and Caroline Griffin). Evidence for these reports were from telephone interviews.

In addition, an online survey was carried out across the entire South West Region.
This was also broken down for each sub-region.

This research aimed to explore the following areas:
Audience development
How best to support visual arts organisations across the region, build on existing

audiences, identifying and attracting and engaging new audiences from key target
groups, and supporting exemplary access 1o visual arts by:
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Increasing market effectiveness of visual arts organisations

Increasing understanding of audiences across the south west

Growing new audiences across the region and facilitate betfter access o the
visual arfs

Promoting the region as a centre of excellence for the visual arfs

Supporting the presentation of high quality events

Supporting artist led initiatives that engage audiences.

Professional Development
How best to develop sector's knowledge, skills and networks and to develop
capacity and opportunities for artists and arts organisations by:

Providing opportunities to increase the quality and innovation of visual arts
practice by raising the level of critical debate

Providing opportunities to support professional development for artists and
other arts professionals

Providing opportunities for stakeholders and wider interested parties to gain

understanding of the contemporary visual arts.

Advocacy
The brief identified a real need for the visual arts sector in the South West to have a
voice on a number of strategic developments. The research explored how best to:

Facilitate networks between visual arts organisations, ensuring opportunities
for shared activities and leaming, and the development of expertise in
programming and audience development

Facilitate networks between the visual arts sector and wider creative and
cultural sectors

Facilitate and support programmes of work which foster mutually beneficial
partnerships

Create an advocacy strategy which underlines the value of the visual arts in
the region to key regional and national stakeholders

Raise the value of the visual arts, its artistic excellence and contribution that
the visual arts makes to the region and beyond through effective PR and
communications

Encourage positive engagement with the visual arts within the media and
broadcast sectors

Support the case regarding the development of a more diverse funding
base for the visual arts.

Back to contents



Visual Arts Development Scoping
Executive Summmary of the Findings

Many of those inferviewed were delighted that the Arts Council was asking for their
views and agreed that a balance between top down’ and ‘bottom up’ approaches

needed to be found when looking to solutions to the issues.
The consultants firmly recommend that whatever is put in place as a result of this
work should not provide the answers to arts organisations, but present opportunities

which require in partnership working.

All findings represent the perceptions, attitudes and beliefs of the arts organisations

interviewed and surveyed.
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Key Areas of Similarity across the three sub-regions

The visual arts organisations

Most are small scale with major issues around capacity. There are clearly hubs of
activity, partly around the large institutions and cities, but also around where artists
live. There are relatively few RFOs compared 1o other sectors and many audiences
are not in the catchment of an RFO.

The people working in the sector

Many staff are part-time and work well beyond their contracted hours. Many work in
more than one place or wear more than one ‘hat’ (e.g. being both a gallery curator
and artist).

Talented individuals

The sector houses some strong talent and specialists in a variety of areas. However,
there are few ways of disseminating skills, knowledge and know-how.

A good level of understanding of the value of partnership working

There is a strong understanding of the value of partnership working, although
sometimes capacity issues get in the way of fruitful parnerships actually coming
about.

A concern about artists at mid-career stage

There was a clear concern about the loss of artists to the region at mid-career
stage. A lack of mid-career opportunities for other professionals in the sector
(marketing / audience development / education) was also noted.

Critical debate

There was agreement that the sector needs more opportunity 1o discuss questions
around quality, critical debate and practice. Often artists are too close to their
critique peers leading 1o a lack of honesty in critiquing. There is very little written
critical appraisal.

The capacity issue

The smaller organisations in particular have maijor issues in terms of capacity,
particularly time. Some back-filling could be useful here, enabling leaders of
organisations to get away from their desks and explore new ways of working.



Belief in the strength of grass roots activity

From all areas, was a belief that the unorthodox and artist-led projects need more
recognition and support.

Concern about lack of access to understanding about the changes within
Children and Young People’s Services

Many organisations want to get to grips with the changes in order to better engage
with CYPS.

A desire to create more communities of interest

The sub-regions were not felt o be a particularly useful way of looking at the region
by most interviewed. People are more interested in communities of interest or in
audience catchment areas.



Key Areas of Difference across the Region

City Vs Rural

There is certainly evidence of a rural / city divide. Issues in each area are different
and the rural catchments tend to be ignored by the city organisations. Rural areas
often feel that audiences do not believe that excellence can be found locally and
feel that funders prioritise the cities.

Greater issues around critical debate where there is no university

Localities without universities feel unable to engage as fully in critical debate as they
would wish. In the localities with universities, organisafions are much more confident
in this areaq.

A level of unhealthy competition causing issues for effective partnerships

There is certainly unhealthy competition. There are feelings that Cornwall has had
100 much aftention in recent years and that this has caused issues for Devon-based
organisations, Gloucestershire organisations on the whole do not like 1o look to Bristol
for partnerships, preferring to look towards Swindon and Wales. Bristol and Bath rarely
cooperate. There is a strong feeling that the South West Profile is dominated by Bristol
and Comwall.

A patchy network for communications between Visual Arts Organisations

The communications network is patchy. While there are some fantastically good
examples of grass roofs communication and some strong networks, these are only
in some areas. A mapping of networks (including open studios) would be useful, as
would some investigation intfo a process for organisations to self-analyse and group
themselves into useful networks.



The Three Key Areas explored by the Research

1. Audience Development
This was the area in which most people felt they were least experienced.

Tactical not Strategic

Across the region there are plenty of examples of short term, tactical marketing, but
few examples of longer term, strategic marketing. It is clear that the sector as a
whole needs to examine ways of becoming more strategic in its dealings with
audiences and potential audiences. Across the region, many organisations are
collecting data but few are using it in order to develop audiences. Some
organisations commented that there was leaming o be taken from the South West
Museums Hub Renaissance in the Regions programme.

Little debate around commissioning and audience development

All too often curatorial staff had little knowledge or understanding of audiences.
There continues an assumption from some curatorial staff that popular always
equates populist.

Few audience development specialists

Few but the largest organisations have marketing or audience development
specialists on their teams. Issues here are around marketing skills needs but even
more importantly they are about lack of confidence.

Very low usage of data

While a numiber of organisations do collect audience data, very few actually use it
for business planning and even less use it to develop audiences. In addition, there is
no agreed methodology for collecting audience data so it is very difficult to provide
reliable benchmarks across organisations.

Lack of audience data for public art

Some commented that while public art attracts new audiences, data is not
available and activity is not plugged into the regional infrastructure.

Difficulties commmunicating the vision to various audiences with various levels of
understanding and engagement

Many organisations find it hard to communicate their vision effectively 1o the public.
This is diifficult; how do you describe a visual experience using language and
appedaling to people at a variety of entry points? Organisations want to enable
ladders of opportunity for audiences.



A need to widen the net in terms of audiences

A number of local authorities felt that visual arts organisations often focus on their
own; arfists and arts professionals as their primary audience. They were concerned
as to how the sector widens this out.

A need for the visual arts to lobby the tourism sector

There is a belief that the visual arts are not high enough on the tourist agenda and
that there is an over-emphasis on business on the South West’s profile.

A need for a co-ordinated approach to marketing

There was a strong desire to establish a co-ordinated approach to marketing the
sector with aggregated communications.

An interest in monitoring the online audience

Tracking and monitoring an online audience is a relatively new issue, which the
visual arts sector feels it needs to grasp.

2. Professional Development

This was the area in which most people had the maost fo say.

A ‘glass ceiling’

On the whole people felt that start up provision was strong, but there were issues
over where fo go next in a career in the Visual Arts in the South West. People wanted
to know who was responsible for signposting opportunities, what to do when they get
stuck and where they should go to identify skills gaps. Individuals are often isolated
by location or size of team and there is little upward promaotion opportunity. This can
quell ambition.

Strong skills in the Visual Arts but often isolated

There was agreement that across the sector there are some highly developed skills
across business development, project management and curatorial practice.
However, these skills are rarely shared.

Some find it hard to describe their fraining needs
People told the consultants that they ‘didn’t know what they didn’t know’.

10



A lack of sector specific skills in Local Authorities

While some local authority officers are specialist in the visual arts, many are
intimidated by it.

A tailored approach to professional development

The primary interest was in some form of mentoring or tailored support; people
tended to feel that many training courses were not tailored enough for specific
needs. There was agreement that there were many issues of confidence around
audience development in particular and that a mentoring approach could help
increase levels of confidence. Certainly lack of confidence is an issue here and
because of this many get stuck in their comfort zone.

Many felt that a mentoring approach (either one to one or through learning sets or a
combination of these) should focus on achieving exemplary individuals rather than
exemplary organisations. Many felt that a healthy region is one that focuses on
individuals who can share their learning with others.

One-stop shop / brokerage for professional development

It was also clear that, while there are plenty of training opportunities in many areas,
sifting these to find the right one for your staff is a laborious and difficult process.
Some kind of ‘one-stop shop'’ / brokerage where you can find out about all the
professional development opportunities available and receive recommendations
from people who have attended could really help here.

It is not only about business skills; it’s also about creative practice

While many were happy with the fraining supplied by Arts Matrix, some commented
that this fraining is strong on business skills only.

An audience focus is not always prevailing

The consultants also noted a prevailing attitude from curators that audience
development is a function of the organisation that is separate to curating an
exhibition. Professional development needs to focus on the needs of curators and
artists to understand their audience and their needs.

Curators isolated - but not so much as marketing staff

Curatorial issues were mainly around opportunities to see more work and to discuss
work and critical practice — locally, nationally and internationally. However, curatorial
peer support was seen as stronger than audience development peer support. There
was strong demand for the South West's Curatorial Network.

Specialist delivery

There was strong feedback that there s little training or support available for those
wanting o pursue a carer in specialist areas such as arts and health, art in the
public realm or digital/online work.

11



A lack of visual arts specific networking opportunities

Across the board was a feeling that there is a lack of sector specific networking
opportunities although some sharing via informal networks.

Sharing Best Practice

There was a strong need described to learn about best practice from one another.
Best practice is not being disseminated well currently. A number talked about peer
review as a way of enabling dissemination of and engagement in best practice

Learning from models of good practice within and outside the region

Many people felt that while there were some opportunities to share good practice
within the region, that there was very little sharing beyond.

3. Advocacy

This was the area that many felt was most beyond their own individual confrol.

A need for more joint working across the Visual Arts Sector

There is a strong sense that joint working strengthens the sector profile.

Advocacy opportunities

Open Studio schemes are seen as a key advocacy opportunity.

Making the Case

There was a clear need described for the Visual Arts sector to make the social and
economic case for their existence in order to persuade local authorities and other
key potential stakeholders.

Increased PR needed

Many organisations commented on the general lack of media coverage of the
visual arts in the region. Few curators in the region write for professional magazines
and so represent the region.

Visual Art Champions needed

Many also felt that the Visual Arts in the region does not have any strong
champions/advocates. A number of leaders of bigger institutions felt that they were
not active enough on the (inter)national arts political stage.
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More space required both to support artists and to aid visibility

There was also agreement that in the current economic climate, support for artists
and arts organisations gaining access to disused spaces for low rent as exhibition or
workspace, is an important area for development. The new Town Centre fund could
be invaluable here, but this project could be a centre point for advocacy.

4. Other areas that consultees would like to see explored

Although the research did not focus on these areas, they came up in discussion
often enough fo clearly be important. This report recommends that more time be
given to discussing these three areas:

= Supporting new business models (this of course affects all 3 areas focussed
on in this report as well as others)

=  Making sure artists voices are heard by the institutions and funders

= Developing creativity in the Education curriculum

Back to contents
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Visual Arts Development Scoping
West of England Area

Family workshop - Arnolfini

Alicia Miller and Miranda Jacobs
© May 2009 Visual Arts West, Audiences South West

© Audiences South West, July 2009
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Consultation Process

In order to carry out this research, Visual Arts West carried out the following
consultations and utilised the following information:

One to one face-to-face consultations were carried out with Local
Authorities: Bristol CC; BANES; Somerset County & District; Gloucester County.

A group consultation session focused on selected sub-regional and regional
organisations based in West of England.

Phone interviews were carried out with further key organisations including
Arnolfini, Architecture Centre, Alias, Gloucester Cathedral Residency,
Gloucestershire Media Group, Cheltenham Museum and Art Gallery,
Gloucestershire Guild of Craftsmen, New Brewery Arts, Holburne Museum, The
Brewhouse.

An on-line survey was distributed widely (43 respondents in the West of
England)

No individual artists were interviewed (except through online survey);
consuftation has been organisationally focused. However, a number of
people interviewed, although approached because of their organisation,
also have their own artist practice and many others deal with artists on a
day-to-day basis and feel confident in representing their views.

For Bristol, findings from the BVAC evaluation and from the consultants’
experience during the BVAC project were also taken info account.

Also for Bristol, a wide consultation took place 1o inform the Bristol Visual Arts

Strategy and some of the findings from this have also informed this piece of
work.
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Overview of the sector in the West of England

I'm afraid we don't really talk to anyone for critical support — it's really lonely”

Interviewees identified the following strengths and weaknesses of the sector. There
was a high level of agreement here.

Strengths

The sub-region has high levels of artists and a wide range of practice. There
is a good core of emerging artists, particularly in Bristol where they are
nurtured by UWE's fine art programme.

There are strong individual initiafives and levels of entferprise. Organisations
refer to this as a 'DIY ethic’ and there are good examples of organisations
beginning to work in partnership with artist-led groups. Armolfini and Plan 9 are
a good example of this kind of partnership.

Levels of ambition are high across the West of England. The online survey
found that 91% of respondents have ambitions for growth.

There are strong continuing professional development opportunities for artists,
although generally the emphasis tends to be on business skills rather than
development of practice and many identified the need for more ‘bespoke’
fraining. This is not true in the crafts sector where there are high levels of
fraining based around skills development.

There are some good examples of partnership working in some areas of the
sub-region and a strong understanding in most cases of the value of
partnership working.

There are a number of networks for disseminating information, but none of
these are sector wide. These networks include Alias, South West Screen,
Gloucestershire Media Group, Crafts Guilds and Societies, the Cultural
Forum, BANES visitor aftraction forum, Arts Matrix and Spike Associates.
Organisations felt strongly that any new initiative should work in tandem with
these networks.

Issues and Concerns

Organisations felt that there has been an assumption of a consonance of
needs and priorities for urban and rural settings. Rural communities in
particular feel ‘hard done by’ in this respect, and agree that the issues in a
rural area are often different from those in an urban areq.

There were some concerns about working within the subb-region. Many of
those interviewed felt that the West of England sub-region is not a useful
geographical area and felt that a whole SW region project made more
sense. In addition many felt that while understanding recent emphases on
joining rural areas to the nearest urban centre in relation to audience
patterns of behaviour, this approach promotes a misunderstanding that
urban work is ‘professional/good” and rural work ‘amateur/oad’

' From online questionnaire. All quotations are from interviews or survey.
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Many felt that although there are some good recent examples of
partnership workings within local authority boundaries, partnership working
across the sub-region is less successful. In addition there is litte engagement
between the urban centres (Bristol and Bath) and the rest of sub-region and
a traditional lack of engagement between Bristol and Bath. Many
organisations in Gloucestershire in particular look outside the sub-region
(fowards Swindon) and outside the region (fowards Wales and Birmingham)
for partnerships.

There is a general feeling outside of Bristol that Bristol fakes too large a share
of funding and attention.

There are difficulties in joining up support for the development of artist
practice and independent sector activity with no clear network or routes
through. Certainly, where there are professional development opportunities
for artists, only some artists engage with them. There is strong agreement that
the funding system does not do enough to encourage the development of
the grass roots / DIY impulse.

Linked tfo this is a lack of meaningful evaluation and benchmarking of quality
and excellence in artists’ practice and a raised level of critical debate that
could move practice forwards.

Demand outstrips supply for artist studio space and exhibition / presentation
space and opportunities.

Organisations identified the areas which they felt needed most attention:

Audience Development

With mainly small-scale organisations without specialist marketing staff, there
is a real lack of marketing/audience development skills within organisations.

Within most organisations there is a real lack of useful information about
audiences as well as a lack of know-how about how to use audience data.
While many organisations count people through the door and even carry out
occasional visitor surveys, very few use this information to inform business or
marketing planning.

Almost all organisations cited lack of time, energy and resources to commit
to long-term audience development work. They also felt that they lacked the
specialist skills with which to engage in such work.

Networking and Professional Development

Most felt that they lack the time to network effectively; or to make informed
decisions about who would be best to network with.,

Many felt that they do not have enough opportunities to come together 1o
discuss the future.
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Most felt that they needed more opportunities for critical debate.

Many curators felt that they are often working in a vacuum with not enough
fime or opportunities to see work both in the region and further afield.

Many felt that they didn't have the know-how or time to keep up with new
media developments and take advantage of them. This was both in ferms
of art form development and in terms of audience development,

Artist Support

Many felt that the sector is not showcasing and celebrating ifs talent
regionally and intermationally.

Many commented on the drain of talented artists from the region af mid-
career. They commented that the region does not have enough
opportunities to keep artists here at this stage. However, Alias (the artfist’s
network) commented that many artists are by nature nomadic and that it
would be foolish 1o 1ry 1o curb this.

Many felt that artists’ voices are not often heard in debates about the visual
arts and that it is important that artists are involved in the debate about the
region.

Advocacy

Many felt that the case for the value of the visual arts to health, wellbeing
and economic prosperity has not been made clearly in the South West,

Other key themes that were not identified in the research brief, but about which
interviewees felt strongly about nevertheless included:

1. Fundraising

Fundraising and developing new business models was seen as a major issue,
particularly through the recession. There were also concerns raised about the
attention that the South West and sub-region would get in the new ACE Super-
Region structure. Levels of ambition far exceed resources available and
organisations are aware that they are over dependent on statutory funding in these
uncertain times.

2. Provision of affordable studio space

This was an issue across the sub-region, particularly in Bath where rents are very high.
There is a strong feeling that the time is ripe to deal with this issue, with the recession
closing down commercial spaces that could be utilised by artists and arts
organisations.

3. Developing buyers / collectors
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As a potential part of developing new business models, this was seen as an area
which needs real development. There was some feeling that there is potential for
learning from the Bath commercial sector in particular here. In terms of audience
development and collecting, a project in Gloucestershire worked with young
people encouraging collecting. This was a successful model that they suggested
could be replicated.

4. Cross-disciplinary participation.
There was much discussion of the definition of the visual arts and how it is constantly

evolving. Organisations felt that the way that we describe exhibitions and events
needs 1o evolve with the art form. Many would like to see further debate here.
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Findings from each local authority area

1. BANES

Most of the visual arts activity in BANES is centred on Bath. Bath is seen primarily as a
city devoted 1o history and the past. Its population is profiled as very cultured but
more interested in buying art than visiting a gallery resulting in a very strong
commercial sector with high levels of selling galleries. Bath can be very inward
focussed and has long fradition of competition with Bristol.

Media Art Bath is the only visual art organisation with RFO status, and there are no
building-based RFO’s. The city council funds Media Art Bath and Suited and Booted
Studios, both digital media organisations, but no galleries.

Fragmentation was presented as an issue; inferviewees found little evidence of
joined up planning or programming and no collective voice for lobbying. There was
also a feeling that the city of Bath and the rural areas of BANES are not always in
accord.

This is an area with strong levels of activity from individual artists and smaill artist
groups, although high rents and the popularity of Bath makes artist studio space a
real issue.

2. Somerset

Somerset is heavily rural and has traditionally felt ignored by the rest of the region.
However, Somerset has received both Thrive and Reveal funding recently and these
projects have been received with enthusiasm by the arfs organisations. These
projects are enabling strengthened partnerships and infrastructure; although
organisations are frustrated that while the organisatfional element is strong within
Thrive, there is no funding for project development in the programme.

In rural areas like Somerset, organisations feel that partnership working is a necessity
for survival and is therefore felt to be very strong.

Again, organisations feel that there is a high level of creafivity and many artists
based in Somerset, but a lack of opportunities. This is particularly felt in relation to
presentation / exhibition opportunities for artists. There are no Visual Arts RFOs in
Somerset. Capacity and resources are felt 1o be low.

Organisations feel that disused buildings are not prioritised for exhibition and
workspace and that this is a missed opportunity.

They feel that in general there is a low visibility for the visual arts in Somerset and a
weak sense of the value of the visual arts among stakeholders.

However, among both the arts organisations and stakeholders there is a strong
commitment to participatory projects and public realm engagement.
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There are some good examples of networks including the Frome artist network and
Avalon Contemporary Artist Network) but there are also cold spots where there are
no networks.

Frome is distinct from the rest of county in terms of its strength of activity and
provision,

Finally, interviewees felt that the lack of a university in Somerset has had a really
significant impact on the level of critical debate. There was strong agreement that
the level of critical debate among both audiences and artists needs to be raised.

3. Gloucestershire
In general, Gloucestershire organisations felt that the infrastructure was good.

The Gloucester Arts Advisory Service pulls together the six district arts officers and
various agencies quarterly for shared planning and this is felt to be very effective.
The district and county authorities currently pool £30,000 each year 1o enable
partnership working. This year they prioritised a bespoke mentoring scheme for the
Creative Industries.

Cheltenham has a long fradition of arts support. Cheltenham Museum and Art
Gallery has designated status for Arts and Crafts movement and is albout to
refurbish/extend (reopens 2012). Stroud is a centre of excellence for the visual arts
with the Stroud Valley Artspace and Site Festival (30,000 visitors) seen as a jewel in
their crown. Stroud Valley Arts and Brewery Arts are both RFOs.

Most felt that there are a lot of individual initiatives and a numibber of high quality
visual art projects.

However, the lack of major scale exhibition space has been a long-term issue and
the development of Gloucester Docks as a creative quarter has not moved forward.

Gloucestershire Council felt that the Visual Arts Organisations and arfists find it difficult
to know where to go for information, support and help in partnership working. Where
other areas of work have specific support networks (theatre, dance and arts
education), the visual arts have no central point of contact.

Provision is very uneven, with the finy districts of Cotswolds, Forest of Dean and
Tewkesbury likely to lose their arts funding by 2012. Quality and development work is
therefore very varied from district to district,

4. Bristol

Bristol is the largest city in the region with the most diverse population. It has strong
provision in terms of visual arts organisations with great diversity of art and
organisations. There are a number of Visual Arts RFOs here; Arnolfini, Architecture

Centre, Picture This, Spike Island and Watershed Media Centre.

There is a very high level of visual arts activity and Bristol has a particular strength in
the production of new work and entrepreneurial / DIY / grass roots / artist-led
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initiatives. There is a very strong graduate and undergraduate art programme af the
University of the West of England (UWE).

However, it is widely felt that the visual arts in Bristol have a low profile, particularly at
planning and strategy level in the City Council and in the city development and
business communities.

Organisations feel that Bristol Visual Arts Consortium was helpful in generating better
partnership working and that strong new partnerships now exist.

Key individuals within the sector are currently developing a Visual Arts Strategy for
Bristol commissioned by BCC and ACE SW, which focuses on things that can be
achieved in partnership.

However there is still some silo thinking in Bristol and organisations are aware that
there is a need for more long term/sustained partnership and collaboration. There is
also some agreement that key funders do not always work o shared agendas or
priorities, which makes discussion difficult,

There is agreement that the message from the sector is unclear and that there is a
real lack of aggregated communications. This means that stakeholders and
audiences know less about what is happening than they should. Allied to this is a
real desire from many organisations fo diversify audiences.
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Audience Development

‘We're not really getfing to the audiences we are trying fo target. We still get a
white, middle class audience’

Key Findings from the online survey

=  Most (81%) are reasonably satisfied with audience levels, but few are very
satisfied.

= Most (80%) are reasonably satisfied with the make up of audiences. Those
that are not cite lack of resources for audience development and lack of
diversity of audience as the key issues.

= Half feel that audience development is the responsibility of all staff; very few
have specialist-marketing staff.

= 80% are clear who their main audience are,
= 77% agree that audience development is a key strategic aim.

= 70% collect some audience information, but only 39% use this data in
scoping potential new audiences (both figures are higher for the West of
England than for the rest of the region, not surprising given the higher
number of medium to large scale organisations).

= 57% use audience data to inform business planning (higher than for the rest
of the region).

= Only 37% know where to go for support in developing audiences (lower than
for the rest of region and a concerning and surprising finding).

Expertise, Resources and Capacity

There is no doubt that the sector in the West of England lacks posts and expertise in
house to achieve high quality audience development work. Many organisations feel
they don't have the resources 10 engage properly in audience development;
although most feel that they engage at some level.

It is clear that it is very difficult for small organisations 1o develop expertise to address
the array of audience development issues. Organisations are asking for a stronger
and wider infrastructure 1o support the widening participation agenda.

Visual Arts different from Performing Arts

Where most performing arts are dependent on ticket income to fund their activities,

the Visual Arts organisations have mainly free entry. While positive in ferms of access
potential, the lack of a hard-nosed business case for effective marketing and
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audience development means that audience development is not always prioritized
strongly.

Perhaps linked to this, there is a feeling that there is too much focus on artists being
the key audience for visual arts as well as the key provider of work. However, they
are an easy audience for a stretched arts organisation to reach and engage. This
issue needs to be addressed.

Many organisations feel that high quality outreach work and community
engagement programmes are the key to bringing new people into the experiences
of the visual arts.

Audience Development needs to be long term

Many organisations agree that there are far too many short-term initiatives that drain
resources and do not have a significant enough impact. For audience
development to be meaningful, arts organisations need the capacity fo engage in
the long ferm with audiences.

There is a real Interest across the sub-region in the value of participative and socially
engaged work in engaging audiences. Somerset / Bristol have a particular focus on
this and have done a lot of thinking around it.

Depth of experience as important as audience figures

A number of organisafions commented that when building an evidence base
about the social value of the arts, depth of experience is as important as number of
participants or audiences. Organisations want to see evaluation techniques and
peer review take this infto account,

Organisations felf that it is important to encourage risk-faking, especially among
non/ occasional aftenders and those oriented towards more fraditional art
practices.

Perceptions of excellence

Organisations, particularly those in rural areas, wanted to shift an audience
perception that quality product is only available in cities, not locally.

There is a strong ambition across the region to increase local pride in visual arts and
not just use it as a draw for tourism.
Accessible Communications

Some organisations and local authorities feel that the language used on
promaotional materials is often inaccessible to all but specialists.
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Professional Development

We benefit from networking. Having a place at the table you become aware of
what others are doing or planning - there are moments of joint collaborations’

I want to get a wider view of the world — see how others Qo it’

1 think lack of leadership is one of the most important challenges affecting visual
arts development in the South West. | have noficed that here, where artists have

extremely limited opportfunity to see best practice, or to discuss it amongst

themselves, they lack confidence in their own work’

Key Findings from the online survey

Only 27% of those surveyed in the West of England have had any Audience
Development fraining in the last two years (slightly lower than for the region as
a whole). Aimost all found it valuable.

Only 23% of those surveyed in the West of England have been involved in
Audience Development peer-to-peer learning in the last two years (slightly
lower than for the region as a whole). Of those involved most found it very
valuable.

Only half of those surveyed in the West of England knew where 1o go for
Audience development training.

Confidence in people’s own skills across all areas of the operation was high
and confidence in staff teams skills relatively high.

66% knew where to go for relevant training (nof audience development).
68% did not think that the fraining available was relevant to their needs.
Respondents often found training pitched at too low a skills level (whereas
across the region more found it pitched at too high a skills level). Cost and

fravel were also major issues.

Some praised Arts Matrix and Audiences South West, but there was a sfrong
feeling that it is difficult to get specialist and bespoke fraining.

For Artists/Small Organisations

In a sector dominated by sole traders, cost and capacity are the key issues.

There is some concern that although there is a lot of fraining available, many
people are not accessing it — those interviewed were unsure if this was
because of geography, cost, time or relevance. It's likely to be a
combination of these factors and also perhaps a difficulty in sifting the huge
amount of information in order to find the relevant ones.
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= There were high levels of interest in mentoring programmes. Many felt that
these provided bespoke solutions that training support did not. Certainly,
most of those interviewed would like to see mentoring emphasised in any
new professional development work.

= Astrong theme emerged around the ongoing need to develop arfists
practice.

= Following on from this, most interviewees felt that more critical debate
around practice is needed. A number suggested that peer review could
open opportunities for learning through critical debate.

= Some were concerned about gaps in provision of professional development
opportunities for mid-career artists.

= A number commented on the need for artists to be encouraged to think
expansively about application of their practice. They felt that opening up
opportunities in arts and health, public art etc could support this.

For Arts Professionals

=  Most commented that while there are lots of opportunities out there, it is
difficult to ensure that professional development opportunities are
meaningful and relevant for staff; people wanted help navigating the
opportunities o find the right one for their staff. Again, there was some
suggesting that mentoring provides the bespoke solution that training
courses do not. There was strong agreement that peer-to-peer learning and
sharing is the key to moving forward.

=  Many felt that there should be more opportunities for curators to see work
and to discuss work with other curators and with arfists.

=  Many commented that finding ways to raise the level of critical debate is
important for audiences as well as artists and curators.

=  Many emphasised the fact that building fundraising and business
development skills are a key area needing support — especially in the current
climate.

=  Many wanted 1o see more examples of good practice disseminated from
within the region and outside the region.

*  Many saw the need to grow the sector from within, increasing the
capdabilities and therefore the capacity of organisations.

= A number of individuals agreed that one useful practical measure might be

fo instigate bursaries for training with a condition attached that the frainee
must disseminate learning from the fraining amongst their peers.
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Overall

Professional development opportunities need 1o take into account variety of
skills levels, be relevant and bespoke when appropriate.

Across both artists and arts professionals, there is not enough leadership
fraining.

There needs 1o be more advocacy around developing creativity in the
educational curriculum.

Networking is key to informal professional development; physical networking
as well as online.

There was a real interest in arts in the public realm and using visual arts as an

important part of place-making in order to creating ownership and a sense
of community belonging.
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Advocacy

It has to have an effective advocate, that sounds obvious, but the best campaigns
have someone who is passionare’

Key Findings from the online survey

= 82% responding from the West of England felt that they were part of a
community of arts organisations/individuals (significantly higher than for the
region).

=  However, only 34% felt that the visual arts sector in their area has a strong
collective voice.

= Connected fo this, 91% felt that the sector could work together more
effectively.

= 64% felt there were strong leaders in their locality (higher than for the region,
unsurprising given the concentration of organisations in Bristol).

=  Only 41% were enthused by levels of public interest in the visual arts.

= Just over half (59%) felt that the South West is known for the quality and range
of its visual arts.

On the whole, those interviewed felt that the visual arts does not have a strong
collective voice and that there is an urgent need to build an argument for the value
of the visual arts. This argument needs to be based on robust evaluation and critical
debate. Within this argument, far more needs to be made of the value of the visual
arts in growing the Creative Industries.

Many inferviewed felt that advocacy can only be effective where there are strong
champions for the visual arts and that these need to e identified. Others talked
about stronger marketing ensuring a clearer and better-distriouted message.

Some commented that good advocacy needs to start internally with the sector
ensuring that they are all telling the same story. Only then can the sector
communicate effectively to key stakeholders the range of values and ambitions
that the region has for the visual arts.

Many felt that the South West needs to build its national and international profile by
leading the way in initiating collaborative, exciting work which focussed on talented
artists at grassroots level as well as partnership working between the institutions.

Some would like to see more joined up thinking around the cultural offer in the South
West, particularly in its contemporary offer.

Many suggested an event, potentially a biennial that gives a focus/profile to the
visual arts.
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Networks

In interviews and the discussion group, the consultation asked for feedback about
networks in the West of England and what constitutes a strong and effective network.

There was agreement that there are a lotf of effective networks already in existence.

A number criticised the Cultural Olympiad model, which they felt had been
ineffective because it had no funds attached

There was strong agreement that this piece of consultancy is a good thing and that
arts organisations and funders need to continue to listen to the sector and its needs.
What makes a network work?
Consultees identified the following:
= A strong network needs a hook or reason to engage. The benefits need to
be clearly articulated. People posed various questions here:
0 Should membership be a condition of funding?
o0 Should there be opportunities for seed funding within the network?
= A strong network needs redlistic objectives that all can buy into.
= A strong network needs to be realistic and not 1o over-reach itself.
= A strong network needs a non-interested partner to enable ifs activities.
= A strong network needs to be driven by creativity.
= Networks work when there are a number of relevant areas of work. They don’t

work when organisations join to deal with a single issue as once this is solved
the network loses their interest.
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Recommendations drawn from consensus of opinion
from this consultation

Audience Development

Increase skills/capacity in marketing/audience development.

Share specidilist skills between organisations. Potentially, expertise and
support could be held within a regional or sub-regional body—someone to
furn to.

Support organisations 1o collect data and to use it o inform their business
and marketing planning.

Find ways of working on long term audience development initiatives.
Initiate campaigns that encourage risk-taking from audiences.
Ensure communications are accessible for a variety of audiences.

Ensure access 1o high quality evaluation expertise that can articulate the
qualitative as well as the quantitative outcomes.

Professional Development

Enable opportunities to network, share and learn from peers — through
events, mentoring and action learning sefs.

Disseminate good models of partnership working.

Demonstrate better understanding of networks/strategic organisations and
what they can offer,

Ensure specialist and bespoke training where required.

Improve evaluation/benchmarking of quality/excellence in artists practice
(through peer review) and raise the level of critical debate.

Enable '‘go and see’ / 'go and debate’ opportunities.

Ensure organisations are up to date with digital opportunities and their
applications.

Ensure opportunities for organisations fo discuss the future big picture
together.

Further involve the Universities in critical debate.
Improve access to training through better commmunication of the benefits

and through bursaries.
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Improve leadership-training opportunities.
Enable debate about the visual arts as part of place making.

Initiate loursaries for fraining that are linked to effective ways of disseminating
learning across a peer network.

Advocacy

|dentify Visual Arts Champions.

Gather evidence of the value of the Visual Arts to the region (social and
economic) and tell the story.

More aggregated communications.
Campaigns around local pride.

Showcase and celebrate the South West's talent regionally and
internationally.

Create support systems that enable DIY/grassroots work — potentially through
seed funding as well as advice and assistance.

South West to lead the way in exciting partnership working which celebrates
the grassroots as well as the institutional.

Find ways to retain talent in the region.
Find more opportunities for individuals to access and debate new work.

Ensure robust evaluation that focuses on the impact of the work on an
audience/community.

Explore ways of adding value to existing networks to jointly develop the
sector,

Developing a Healthy Sector

Find ways of supporting fundraising/new business models.

Find ways 1o make sure that artists’ voices are heard by the institutions and
funders.

Encourage more use of disused buildings for exhibition/work-space.
Develop creativity in the education curriculum.

Develop collectors/buyers.
Back to contents
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1. INTRODUCTION

1. The background fo this research is Arts Council England’s ten-year strategy for the
visual arts: Turning Point. The central aims of the strategy are to create a stronger
infrastructure to support artists and visual arts organisations; encourage growth of
regional collections of contemporary art; create a blueprint for developing sector
skills; and build partnerships to maximise opportunities for everyone to experience
great art,

2. Visual Arts Development Scoping: Devon and Cormwall is one of three scoping
studies, which collectively cover the South West region. Results from the two other
areas namely the Bristol, Bath and surrounding area and the South (Swindon across
to Bournemouth) are presented in separated reports authored by the consultant
teams working on them.

3. These three individual scoping studies form part of a wider piece of research

relating to Turning Point, which is being undertaken by Audiences South West, on
behalf of Arts Council England, South West (ACESW).
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2. METHODOLOGY

1. The development of the research was guided by a briefing session, held af
ACESW, which brought the consultant teams together alongside the ACESW Visual
Arts team and staff from Audiences South West. The briefing session considered the
context of the work and drew out some of the themes that it was anticipated the
scoping study would address. In brief, the themes emerged as:

* Purpose: the key messages of purpose

* Sustainability: the resources required

* Leadership: who can be identified to lead?

2. The research methodology was agreed af the briefing session and comprised of
an on-line survey available to anyone working in the sector in the South West and a
series of one-to-one interviews with inferviews with individuals carried out on a sub-
regional basis.

3. The research objectives for the study were agreed as follows: We aim to identify
and understand -

* the ambitions for audience development and any barriers to achieving them

* the ambitions for growth and development, and any skills development needs to
support them

* The potential for market and economic development and any barriers to
achieving it

* the value given to the strong collective voice for the sector

* the value given to networks and support structures

* the value given to a self-supporting approach to professional development.

4. The research findings allow for conclusions to be drawn that support the overall
aims of the work, which are to grow the development of audiences, the profession
and advocacy for visual arts in the South West region.

5. The on-line survey was hosted on the Audiences South West welbsite and
promoted through a wide range of regional and sub-regional networks. It was live for
a three-week period in April.

6. Contact lists for the one-to-one interviews were made available by ACESW and
ASW and included all Regularly Funded Organisations (visual arts), Local Authority
Arts Officers and additional key visual arts organisations. In addition, development
agencies with a role that includes the visual arts in some capacity were included. In
total 32 individuals were interviewed.

See appendix 1 for a list of interviewees.

7. All three teams of consultants were invited 1o aftend The Space Between, a two-
day event hosted by ACESW at University College, Falmouth. The purpose of the
event was to bring together curatorial staff, artists and audience development staff
to explore and debate the issues surounding audience development within the
context of the visual arts. The two days allowed for some face-to-face interviewing
and offered valuable background to the research.

8. The majority of interviews were completed by the end of April and presentations

of findings, including the sub-regional sets of the on-line survey findings, were made
to Mariom Sharp and the staff team of Audiences South West on May 1st 2009.

36



3. FINDINGS

1. Our findings are presented under the following headings: Professional
Development; Audience Development; Advocacy and Context. The final section
presents the quantitative findings of the on-line survey.

2. Under each heading we have grouped our findings under sub-headings that
express an inferesting or valuable point made. As is the nature of qualitative
research such as this, some points were made by only one or two interviewees and
others were made by a majority of respondents. We have tfried to identify the
difference as we report our findings so as not drawn erroneous conclusions based
on a single view; however in several instances we feel that the single view is highly
pertinent 1o the research and therefore important to include.
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3.2. PROFESSIONAL DEVELOPMENT
3.2.1. Start-up and Progression

1. The provision of basic business skills development courses for artists is currently well
provided by organisations such as Cornwall Creative Skills and Arts Matrix, the former
being viewed by respondents as particularly good in the provision of skills
development,

Latterly funding is being focused on economic development and this has limitations
for the creative sector in terms of no provision for portfolio development and other
critical feedback.

2. Those at senior levels who wish to consolidate knowledge and develop leadership
skills find it difficult to select the right fraining. There appears to be a glass ceiling
effect with courses on offer being aimed at the lowest common denominator.

3.2.2. Individuals get ‘stuck’ and need help in career development

3. A cocktail of lack of time, funding and knowledge of appropriate courses is
blocking self-development progression.

4. Some less experienced curators interviewed are unable 1o articulate clearly their
development needs (they don't know what they don't know). These individuals might
find one 1o one support helpful in building a CPD plan identifying the areas where
they require off-the peg and bespoke fraining.

5. As stated above, others working in the sector who do have an idea of their needs
offen don't know where fo access that second/infermediate level of training.

I'd like to hone my leadership skills, become more sawy, refine my sKills, self-
develop and learn more about other cultures.. ..l know where fo access these sKills
fo a degree, in terms of what the University can offer — but nof outside that.

6. The question remains who is responsible for signposting and how are courses
promoted?

3.2.3. The Skills Pool

7. There is a diverse range of skills within the sector ranging from business skills to
curatorial to gallery and project management, this is likely o be a result of the
different training and career progressions of those working in the sector. These skills
are not evenly spread across the region but there is untapped potential for
knowledge exchange.

8. There might lbe value in a regional skills audit and the development of a

mechanism to exchange knowledge and skills amongst those working in the region
and in geographical clusters.
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3.2.4. Peer Support

Q. Strong peer support was expressed by respondents across the sector with
colleagues attending each other’s exhibition private views, events and projects and
meeting informally to exchange information. A surprising level of generosity exists
amongst colleagues with regard to support and willingness 1o collaborate and work
together. This is a huge strength that should be developed; respondents recognized
partnership working as a requirement to increase the profile of the region.

10. This strong peer-to-peer support is seen evidenced amongst professionals in the
visual arts and also professionals working in the craft sector. There is not such a cross
over between visual arts and crafts, both areas seem to stick to their own sectors.
When describing partner organisations only the Appledore Festival mixed both visual
arts and crafts partners. There might be lbenefit in stimulating exchange of
knowledge and partnership working between these two sectors -

"We have good relationships with other dedicated craft orgs in the region —
Brewery Arts, Walford Mill and the Leach Potter, but we don’'t have sfrong
relationships with Visual Arts organisations but we'd like to change this.
There is little knowledge sharing.”

11. The lack of dedicated audience development staff in the region inhibits the
development of a support network and staff with an audience development remit
are often isolated.

3.2.5. Sector Size

12. The independent gallery sector is mostly made up of small to medium sized
organisations (under 10 employees). It has a mixed economy but is heavily
weighted to public subsidy -

The sector believes itself 1o be under-resourced and consequently understaffed.

13. Small teams lead to over delivery in terms of staff working many unpaid hours.
There are few to delegate to and this pressure on time is a barrier to individuals
seeking professional development

14. As stated above there is over commitment of time. Senior staff work long, often
unpaid hours and spend valuable time on menial tasks due to lack of staff to
delegate to. A result of this is it leaves litfle time for genuinely leading the
organisation and / or leadership development. Senior staff need to back-fill their
time, delegating down so they can develop themselves and their organisations.

15. An important consideration for an understaffed sector is burnout, for many
working long hours under pressure and financial insecurity this becomes a high risk
factor. Posts are often subject to temporary funding agreements and whilst the
workforce is outstanding in its commitment, the tfemporary nature of posts can lead
1o insecurity and could muffle ambition.

16. As well as small workforces, organisations and individuals are often working in

isolated rural locations or within larger and very different organizational cultures (e.Q.
NHS), compounding the ability to learn from others. Small teams, flat organizational
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structures and a restricted regional jolb market offer little opportunity for upward
promotion, such a situation can stifle amiition.

17. A positive aspect to working in a small team is that it can offer a broad job
specification 1o individuals who wish 10 develop in post and extend their brief. An
observation would be that ‘jolb creep’ can cause recruitment difficulties later on for
the organisation because jolbs develop 1o fit specific individuals.

‘I would like to re-negotiate my Job Description within organisational change.”

3.2.6. Confidence of operating in the wider picture

18. Whilst peer support for projects is terrific in the region, there is an element of
comfort that this offers that might prevent the need to explore outside their region.
Some horizons are limited.

19. All organisations interviewed worked with regional partners, less worked with
partners outside the region and less still internationally, even Newlyn Art Gallery felt
they did not working sufficiently enough internationally.

"...more infernational fravel in the future must be Q priority.”
James Green, Newlyn Art Gallery

20. Often individuals sited a restriction of time, funds and circumstances for their
lack of ability to travel:
“It's dlifficult to get up country due to time restrictions.”

21. Some however have little knowledge of what is out there that might resonate
with them:
"I dont have enough knowledge fo state where | would like to
go. | understand that the French and Spanish festival scene
Is lively so | would like fo go and find out.”

22. On the other hand others (perhaps the more confident) prioritise travel to see
work even though they too are on tight budgets and have heavy work and family
commitments;
"In the last year no, buf went fo Venice and Basel
in 2007 — which was self-funded.”

3.2.7. Networks, partnerships and alliances

23. There is plenty of evidence of collegiate working amongst curators across the
region in cross programming, peer support and informal networks Some
organisations have more complex partnerships in that they operate within a host
organisation. A positive example is CCANW and the Forestry Commission, where the
host is an active partner and brings the benefits of an enquiring audience.
Organisations such as Zest or Groundwork’s art programme, hosted by NHS and
Groundwork respectively require their staff to employ advocacy strategies 1o secure
confinued funding for their jolos and projects.

24, There is a demand for the continuation of Curatorial Network - those who

participated in the programme valued the face-to-face and online discourse. The
international travel took individuals outside the region 10 experience new
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environments together — mutual discoveries on a level playing field — high value was
put on this.

25. Strategic ACE projects such as 3x3 are seen as valuable in nurturing networks as
well as collaborative working and knowledge sharing. Those involved in the initiative
value it

26. Most of those interviewed were members of networks although they might not
describe them as so (informal) for instance Kitchen in Cornwall, where a small group
of professionals meet over dinner once every couple of months 1o discuss what they
are doing and what is new in the sector.

27. Those interviewed saw the benefits of networks but felt that they needed driving
in order to succeed.

28. A point made by Kaleido was the additional isolation experienced by disabled
practitioners, not only in terms of their practice, but the physical imitations of living in
a sparsely populated rural area with a poor public fransport infrastructure. A new
inifiative designed to address this need has been launched this year. Café
Conversations, held in venues in the South West, they are designed to be a
networking opportunity, with CPD for artists (and other arts practioners), offering
disabled artists an opportunity to meet and exchange views and experiences.

3.2.8. Critical Debate - there just isn’t enough

29. It is well recognized that the region has a lack of multi-occupancy studio space
which results in artists working alone and often in rural areas which compounds the
isolation. Artists don't talk to each other enough and especially when they form
friendships find it difficult to critique one another objectively. Arfists don't have
enough contact with curators.

30. Whilst networks exist and professionals support each other, curators in the region
are frustrated by the lack of opportunity for critical discussion and critiquing of
projects. Some less experienced or confident might be reticent and need more
encouraging to engage with critical debbate or curatorial practice.

31. It was stated repeatedly that not enough written critical appraisal appears within
the region. Local press coverage is written for the general public and high end
projects are not given the critical appraisal they might deserve. National press
frequently overlooks the region’s cultural offer. Not enough curators and artists are
writing for professional magazines and representing the region. This is discussed
further in 3.3.3

3.2.9. What the sector says it wants

32. Tailored support could be a solution to on the job learning with one to one
career development advice, mentoring and support in finding the right course.
Curatorial development was seen as best delivered through mentoring. Others were
keen 1o increase their project management skills and audience development skills —
these again were seen as best delivered through a mix of one fo one and fraining
courses.
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3.3. AUDIENCE DEVELOPMENT
3.3.1. Audience Development equals Organisational Development

1. Respondents were aware of the impact of strong audience development work in
terms of developing an organisation i.e. its working culture, strategic approach and
the partnerships it develops. However there was recognition by several that the
impact of audience development work was limited within their own organisations.
Clearly the limitations of a one-hour interview must e born in mind, however there
was a feeling that audience development was “new work” and had yet to find a
way to emibed itself in the mainstream of operations.

2. The inferview with the Marketing and Audience Development Officer af Plymouth
City Museum and Art Gallery (PCMAG) offered a valuable insight into the impact of
significant levels of investment into museum development via the Renaissance
Programme. With a strong emphasis on leaming and audience engagement, the
museums within the South West Hub, including PCMAG, have undertaken significant
organisational development as a result of the investment. Much has changed within
PCMAG, however the point was made that despite this investment, it is a significant
challenge tfo shift the thinking and attitudes of all individuals with a large museum;
concluding that its 100 years of practice that is not about to be turned over after
three years.

3. In addition, a comment was made that the fitle “audience development” is still a
wooly term that has not been really understood by some staff members and until it
holds a senior position within the organisation, the post holder will stfruggle to shift the
prevailing culture by projects and promotional activities alone. This lack of clarity
was apparent through interviews with organisations who employ both marketing and
gallery educators (or outreach staff). Aithough we spoke in general terms about
audience development, the division between the marketing and education staff
was still clearly defined and it was not clear how the two sat together within the
context of audience development planning.

4. The relevance of PCMAG's development within the context of this work relates to
the Museum’s recent commissioning of artists to create work to sit alongside the
core collection, and to support temporary exhibitions. From an audience
development practice perspective it quickly became apparent that the freelance
curator, and through her the artists, were not used fo working in an organisation
where audience engagement is given prominence in planning. The question *who
is the audience?” was never asked and despite investment in research prior to the
development of the core exhibition narrative, the interests and needs of the
audience were not accounted for through inferpretation and publicity material of
the commissioned pieces.

5. From a planning perspective, the museum has highlighted the need to address
this issue through the commissioning contracts of both artists and freelance
curatorial staff. They aim 1o intfroduce the requirement to be audience-focused
when working within PCMAG.

6. As an illustration of the lack of synergy between audience development and
organisational planning, two organisations were honest enough to say that ACESW
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targets, not their organisation’s ambitions, are the main driver for their work with
harder to reach audiences.

3.3.2. The Value of Partnerships

7. Where an organisation has a clear set of partners that help shape its work it was
observed that those partners were essential to developing audiences. The two
organisations that gave the clearest example of this approach were Aune Head Arts
and CCANW, both of whom have a working partnership with environmental agents;
the Dartmoor National Park Authority and the Forestry Commission respectively. It
was explained that not only does the partnership open doors 1o audiences, it
endorses work in a non-arts world which in turn offers “security” for unsure audiences
who find themselves exploring creative work where they least expect it.

‘I can't imagine not having someone connected with Darfrmoor National
Park on our board. It gives us an awareness and access fo audiences
that we wouldnt normally have access to. That's one of the reasons we

have such a diverse Board, it's whom they can connect us fo.”
Nancy Sinclair, Aune Head Arts

3.3.3. Positioning

8. Positioning was discussed by several organisations, with a clear understanding
shown that knowing your position within the market place is an essential starting point
to communications planning. For Aune Head Arts, who aspire 1o lead the way in the
creation of contemporary arts within a rural environment, the issue is one of
communication.

"One of the ways you become a leader is by letting other people know
what you are doing. It's the communications gap, we forget fo tell

other people.”
Nancy Sinclair, Aune Head Arts

9. The programming developments at Plymouth Arts Centre have enabled the
organisation to define their starting point.

"Thanks to an immense amount of work over the last eight years and a significant
increase in ACE funding, the exhibitions programme has a leading position in our
organisation, delivering high quality internationally-linked confemporary art
exhibitions and residencies. In terms of audience development, this gives us a

defined position that can be recognised. We know where to start from.”
Hannah Prothero, Marketing & Communications Manager, Plymouth Arts Centre

10. The positioning of contemporary work within a museum environment is beneficial
in audience development terms for both the museum and contemporary visual arts
sectors.

Audience research data from Indigo: A Blue To Dye For (A Whitworth Art Gallery
Touring Exhibition) at PCMAG, showed that the audience for the exhibition came in
from a wider catchment area, and was more ABC1 in profile than the core
Plymouth Museum audience.

43



In turn, the work shown within Indigo, much of it contemporary craft and visual arts,
was seen by the wider Plymouth museum audience, thus broadening the standard
reach of contemporary visual arts exhibitions. A comprehensive learing
programme supported the exhibition, which again added considerable value to the
work shown when delivered via the museum’s education and outreach department,
who are skilled and well resourced to deliver across the city.

3.3.4. Communication

11. The challenge and skill of communicating to a wide range of audiences was
discussed with the marketing and audience development staff. Although not
defined by them in these exact terms, it is apparent that the style of commmunication
adopted by an organisation is usually a reflection of that organisation’s view of ifself
and its position within the visual arts sector, rather than a reflection of audience
needs and awareness.

12. Audiences in Cormwall were described as being under confident with a low level
of visual arts “literacy”, a comment that is thought by several to reflect the whole of
the Devon and Cornwall areq.

13. Although some successful efforts have been made to breakdown the level of
curatorial language on inferpretation panels and publicity material for example, it
remains a challenge to find a balance between communicating in ferms that lay-
public can understand, and talking to a peer group of curators, artists and
academic staff. When discussing this issue with Plymouth Arts Centre it was
concluded that the organisation had not yet defined its “public voice” but that this
was recognised and was an area 1o be explored in subsequent planning cycles.

14. The overall impression was of a sector that is interested in refining its
communications approach, keen to explore methods of differentiation and able to
identify the need for a “public voice” to help people 1o engage more fully. Having
said that, it was clear that each organisaton has its “comfort zone” of tolerance and
that changes in communication may e small and incremental. A comment made
by one interviewee summarized the tone of the discussion overall:

Ifs fine for audiences fo not understand or not like, but they must nof be alienated.

15. Several organisations commented that they struggle to attract national press 1o
their venues to review exhibitions. There was a view that the venues in Devon and
Comwall are not on the national press radar and that the area is seen as a
backwater,

16. Local press was described in Cornwall as the “"Daily Mail Voice” meaning that it is
a middle of the road, at times risk adverse voice that speaks to and for the majority
of population in Cornwall. From observation we would say that this analysis stands
frue for the whole of the Devon and Cornwall areq.

17. The impact of local press on an area is significant as it limits the range of critical
debate within the media: e.g. the same voice reviewing a local amateur dramatic
production and the opening of new work in the Exchange Gallery, Penzance. It was
described that there is a hunger for critical debate in Cornwall, which is not being
satisfied by the local press. A result of this void is the development of an on-line
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presence for reviewing and delbating work hifp://www.artcornwall.org/. From
observation the site is up to date and the forum area is well used by artists and
curators engaged in debate.

18. Another consequence of a low level of sophistication in the local press was
identified as the lack of understanding and therefore lack of defence for high-end
or elite practice within the area. This coupled with low confidence and low levels of
support from the public, and in part from local funders, creates a situation that
perpetuates the alienation of the public from contemporary visual arts practice.

19. For some organisations the market is not the general public, but rather the
internal market that presents opportunities for contracts and funding, or in the case
of Grounawork, the organisation itself. Ray White is responsible for the South West Arts
Strategy within Groundwork, an environmental based community development Trust
in the South West. Through interview it was clear that he understands the need to
adapt his way of presenting ideas through a change in language to his *audience”,
frequently individuals working in front line delivery services such as youth work. The
success of the Arts programme within the organisation is reliant on strong advocacy
presented in terms that are understood by those with little or no visual arts
background. There is no sense that the work is comprised by this approach.

20. A second aspect of an internal market that was discussed briefly with education
and outreach staff is the shift in funding arrangements with Children and Young
People Services (CYPS). There appeared 1o be very little knowledge of the move
towards commissioning services by the CYPS departments across the area. The
impact of this fundamental shift is not yet clear, however it was realized that they
were out of the knowledge loop, and they would welcome a briefing or someone
giving them the “*heads-up” on issues such as this.
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3.4. ADVOCACY AND PROFILE
3.4.1. Foundations

1. All interviewees were asked their view about the profile of visual arts with
audiences in the South West. The maijority interviewed felt that the visual arts had a
strong profile within their area, however they found it hard to comment on the profile
across the whole region.
In summary their comments were positive with the view that there were many
strengths from which to build. These include the opportunities to build on:

» Cormnwall's artistic heritage — the value of its cultural heritage to foday's

contemporary practice

* The strength of Cornwall's contemporary arts community

* The fantastic diversity of arts practice within the region

* The high quality of arts practice within the region

* The presence of some excellent artists and curators working in the region

* The value of the regions natural assets

* The presence of a collegiate workforce

3.4.2. Building the Profile

2. Interviewees were asked how the region’s profile could be raised nationally and
internationally and who should advocate for the South West. The perception from
those within the region is that those from outside the region see Bristol and Cornwall
as having a stronger profile but little knowledge of what happens in the middle.

3. Some of those consulted showed little knowledge or experience of other regions,
cities or countries fo make a qualitative judgment on the South West's standing
within the national and international arts sector.

"the region feels geographically a long way away, barriers need dismantling...”

4. Of those interviewed all declared the need for more joined up working practice —
with better communication and more collaborative working amongst organisations
and individuals across the whole region. This was cited by all as being essential for
achieving a greater profile. Most of those interviewed expressed the opinion that the
region needed to present more significant and challenging projects:

"..bigger, beftter, more offen for more people...”
"Brilliant and inspiring projects are the best way to advocate!”

‘Local Authorities should worry less about pleasing and more about challenging.”
5. As already mentioned under Critical Debbate and in 3.3.3 those interviewed felt
that the activities that happen within the region are not sufficiently written about.
There are excellent and diverse projects being delivered all the time but these
remain invisible to those outside the region. The need to garmer media coverage

was regarded as vital o getting the region recognised for its high quality, diverse
cultural offer.
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6. One artist felt there needed 1o be more support of the unorthodox, artist led
projects.

7. It was also felt that there needed to be more studio provision 1o keep artists in the
region after graduation and aftract new artists to the region.

8. The phenomenon of ‘endorsement’ was cited time and again in the context of
the need to take work outside of the region (touring and co-commissioning) in order
to promote talent. It was felt that once work had been shown and appreciated
nationally/intemationally it would be more valued inside the region

9. Interviewees believed leading organisations (Tate) and policy makers (ACE, Local
Govt.) from the region need 1o be at fop table’ more - the region would then take
itself more seriously.

3.4.3. The Value of Strategic Dialogue

10. It was recognised by several people that strategic organisations such as Arts
Council England, Culture South West, Government Office South West and the RDA
have played a “behind the scenes” role in developing aspects of the cultural sector
for key regional locations e.g. Plymouth, Torquay and Cornwall. Aithough this
brokerage role remains largely invisible it was felt that the brokerage action on
behalf of the cultural sector, and in some specific cases the visual arts sector,
conftributes significantly 1o the value of the profile of the visual arts within
development agencies and local authorities.

3.4.4. Selling the South West

11. An interview with Miranda Bird explored issues around promoting the culture
sector. Miranda currently heads up the European Region of Culture campaign, and
was previously responsible for a high profile media campaign promoting Cormnwall
as a cultural destination in her role in Comwall Arts Marketing.

12. The issues raised revolve around the problems associated with generic
marketing campaigns and the need for a single clear message to communicate
values and benefits. Packaging the visual ars sector as a “product or service” is
fraught difficulfies and the comment was made that the sector didn't have a
collective view at the time the campaign was running. It is described as more self-
aware now, and with that awareness and confidence comes honesty, enabling the
sector 1o have a more informed debate about how it presents itself to the public.

"We ended up marketing a version of Cornwall that not everyone subscribed fo.”
Miranda Bird, European Region of Culture Campaign
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3.5. CONTEXT
3.5.1. The Value of Higher Education

1. Academic study of visual arts at degree level and above was highlighted as an
important aspect within both audience and practice development within a locall
area. Those working in Plymouth have high hopes for the impact of the fine arts
degree programme at the city centre campus. Many held the view that within the
ecology of the visual arts, undergraduates and graduates are an essential catalyst
to developing the sector.

2. An interview with Liz Wells, Professor in Photographic Culture and Chair of
Peninsular Arts, Plymouth University explained the impact of Higher Education in
Plymouth as the conftribution Peninsular Arts makes 1o the programming of visual arts
in the City. The University's view is that Arts under-graduate and graduate students
should be able to see work that is beyond the mainstream programming in the city.
With limited access 1o London, Peninsular Arts see it as their responsibility 1o promote
a programme of work that will challenge and stimulate students and contribute to
the ecology of visual arts provision in the city. The advent of PVAC and the British Art
Show both contribute to this aim.

3. The merger of Dartington and Falmouth was considered to be an unknown
quantity at present, however on balance the view was that an enhanced
programme of courses in Falmouth would have a positive impact on Cornwall the
long-term.

3.5.2. Artists

4. The overall view was that the range of quality of artists working in Devon and
Cormnwall is good. In Comwall it appears that competition is high for work and
commissions, and there is a view amongst some interviewees that some artists are
frying to be "all things to all people”. This was not born out by any Devon based
interviews. In the main, all those who are responsible for commissioning work cast
their net wider than the sub-region when looking for artists, but would not be
surprised if the short-lists included artists from the area.

5. Aune Head Arts specifically observed that their development of opportunities for
commissioned work on Darfmoor has led to some of the higher profile arfists on
Dartmoor working locally, when in the past such opportunities did not exist on their
doorstep.

6. A point mentioned by many people in and around Plymouth was the lack of
studio space for start-up practice. It relates back to the point made about
graduates being the catalyst to development, and without secure and affordable
studio space within the city they graduate, young artists will move on.

7. Artist led projects can often be unattractive o funders due to unorthodox siting
and approach — they might not meet H&S standards or be in a format that
audiences cannot be measured. Artists are more concerned with the creative
practice and making than organisational aspects.
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8. There is clearly a strong collaborative approach developing across region. The
Plymouth Visual Arts Consortium (PVAC) has recently been formed, although is yet 1o
consider the audience engagement dimension. Other organisations frequently work
together without the need for an overarching sfructure such as PVAC.

9. The recent discussions and bid for Manifesta have excited those working in
Comwall and indeed the region — to such a degree that there exists raised
expectations around bid which if not successful could cause disappointment and
knock confidence.

3.5.3. Strategic Development

10. The interviews undertaken with local authority arts officers (or fitle equivalent)
gave a consistent view of the low level of confidence (relating to knowledge and
experience of visual arts) of policy makers and planners within local authorities. A
useful analogy was given through the interview with Tanya Griffith, from the Devon
and Comwall Architect Centre. Recognising the need to develop levels of
confidence in and the awareness of good design within the build environment,
DCAC is working with elected members within key local authorities to explore the
value of good design. The approach has been well received, suggesting that local
authority memibers are receptive to the idea and acknowledge their lack of
confidence and knowledge in the area.

11. The value of the visual arfs fo the growth and development of the creative
economy was stressed by Kath Wynn, Plymouth City Council

"The visual arts are the life-blood, the inspiration thar drives other forms of visual

design: aavertising, urban design, product design efc.”
Kath Wynne, Senior Arts Office, PCC.

12. However, all local authority officers interviewed acknowledge the challenge they
face in developing effective partnerships across their authorities, and progress was
described as ad hoc. Those outside local authorities express concern that the term
the creative economy was used expansively, and in reality was that there was little
evidence as yet of the impact of creative economy planning on the visual arts
sector. However everyone agreed that it was early days and there was a note of
optimism based on the fact that the creative industries were finding a centre-stage
position in some areags.
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3.6. SURVEY RESULTS

1. Key findings from the Devon and Cornwall sub-set of the on-line survey are
presented below. A full set of tables comparing the Devon and Cornwall sub-set to
the full South West results is given in appendix 2. The base for the percentage figures
below is 58 unless otherwise shown in the tables. Answers to the open questions are
presented in Appendix 3.

3.6.2. Profile of respondents

2. Just over half (52%) of respondents described themselves as an individual
practitioner or maker, this compares to 46% in the full region. A further 19% (11)
worked for a cross artform organisation that includes visual arts and 16% are
freelance. Only 3 (56%) were curators, compared to 10% in the full region and 4 (7%)
leaders in a funded visual arts organisation compared to 10% in the full region.
Respondents could categorize themselves by more than one definition.

3. The results therefore give a strong indication of the views of practitioners who
work in Devon and Cornwall.

4. When looking at the full results, more people worked in Cornwall (31%) than any
other county. Taking Devon and Cornwall (including Plymouth and Torbay) as a
group, 92 responses were given for these local authority areas, thus 49% of all work
took place in the sub-region.

5. We asked a series of questions relating to strategic direction and ambitions for
growth.

79% (46) stated that either they or their organisation had clearly stated aims, and
90% had ambitions for growth. Question 7 asked respondents to name two or three
factors, other than funding, that would help them achieve their objectives. The
responses are summarized in Appendix 3 and are grouped under six headings. The
most numibber of responses full under the Networks and Alliances; Professional
Development and Audience Focus/ Communication headings. In summary the
sector is ambitious for growth and see collaboration and a greater audience-
focus as areas for development

6. When asked about current audience levels, 47% (27) respondents said that they
were fairly dissatisfied with audience levels, a further 36% (21) were fairly safisfied.
Only 1 respondent said that they were very satisfied with their audience levels.
Comparing the fairly satisfied (36%) figure to the full data-set, respondents across
the region as a whole are more likely (40%) to be fairly safisfied with their audience
levels than those from just the Devon and Cornwall sub-set.

7. More respondents were fairly satisfied with their audience make-up 47% (27) than
fairly dissatisfied (21/36%). 3 respondents (5%) were very satisfied. Again comparing
the subset to the region as a whole, respondents in Devon and Cornwall were more
likely to e fairly satisfied with their audience make up than in the region as a whole,
where only 43% were fairly safisfied.
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8. In summary respondents who worked in Devon and Cornwall were slightly less
satisfied with their audience levels and slightly more satisfied with their audience
make up, than the region as a whole.

Q. Over half (55%) of all respondents said that they were responsible for building
audiences in their work or organisation. This is taken to e a reflection of the high
number of individual practitioners responding. Only five respondents (9%) said it was
the responsibility of a specialist member of staff and 43% (25) said it was the
responsibility of all staff,

10. When asked if audience development is a key strategic aim, 83% (48)
respondents said it was. This is higher than the regional figure (79%). Just over half
(65%) said that they had systems in place to collect information, which is lower than
the regional figure (60%).

However only 38% (22) of respondents used information gathered to inform business
planning and 17% (10) used audience data to find out more about their audiences
and users.

11. The results suggest that respondents want to develop their audiences, they
have some systems in place that could help them, but the application of the data
captured by the system is low for both overall business planning and audience
development.

12. Just over half (52%) of respondents did not know where to go for fraining and
support to help them with audience development. This question was repeated with
slightly different phrasing further on in the survey (Question 28) and the figure was
given as 52% again.

When asked if they knew where to go for OTHER training (i.e. not audience
development training) a much higher proportion (76%) said they would know where
to go for other training. A third (31%) of respondents had undertaken training fo
support audience development in the past two years, and it was mostly rated
valuable (28%) or fairly valuable (61%) by respondents.

13. The findings show that there is a lack of knowledge around how to use data for
planning and audience development, and in turn a lack of knowledge of where
to go to develop those specific skills. Most people knew where 1o access training
on other subjects.

14. Respondents were asked about their experience of peer-to-peer leamning (for
any area of development, not just audience development). Around a third (33%)
had experienced peer-to-peer learing in the past two years, this is higher than the
regional figure of 28%.

50% described the value of peer-to-peer support as very valuable and 45% said it
was fairly valuable. Over all the Devon and Cornwall rated the value higher on the
value scale than the region as a whole. It appears that respondents value peer-to-
peer learning as an approach to learning.

15. We asked two questions concerning the level of confidence individuals had in
their own skills and knowledge, and those of their feams, in respect of their work. The
highest proportion (62%), were quite confident of their own skills, compared to 54%
in the region. Around a fifth (21%) in both the Devon and Cornwall area, and the full

51



region, were very confident in their own skills. The proportions fell when describing the
confidence levels of their team staff. Only 14% (6) were very confident of their staff
team’s skills and knowledge, and 44% were quite confident. This figure is higher than
the regional figure, where only 34% are quite confident and 14% are very confident
of their team’s skills and experience. Individuals had higher confidence levels than
those rating their staff team.

16. Respondents were asked a set of questions about fraining and support currently
on offer.

As reported previously 52% of respondents did not know where to go for audience
development training. This figure is higher than the regional figure, where a higher
proportion (52%) did know where to go, (46% did not). This is compared to 76% who
do know where to go for other fraining (73% in the region). Overall more
respondents (59%) felt that the fraining was not a prefty good match to their training
needs. The figure was higher in the full region (63%).

17. When asked to indicate why the match of fraining to need was poor, a third
(31%), the higher proportion said that it was too expensive. This Devon and Comwall
figure is much lower than the region a whole, where 52% felt that the training was
100 expensive. 28% felt they had to travel beyond the South West to meet their
fraining needs. Compared fo the South West as a whole, this figure was much lower.
Across the region 44% felt they had to travel beyond the South West. There was a
fairly event spread across the remaining other reasons: 22% agreed that the subject
offered were too broad; 21% felt they were oo narrow; 19% felt the fraining offered
was too far away and 17% said that the time commitment was too great. Only 5%
(3) respondents felt that the skill level of the training on offer was too high.

18. In summary most respondents know where to go for training, (aside from
audience development training), however the majority do not think it’s a good
match to their needs. High cost, and low skills /breath of subjects levels were all
sited as reasons for the poor match. Respondents were less likely to travel
beyond the South West than others in the region to meet their needs.

19. The final section of the survey asked respondents about their perceptions of the
visual arts sector in their area. 66% said that they felt part of a community of group
of individuals in their local areq, this was lower than the regional figure (71%).
However only 36% felt that the visual arts had a strong collective voice, although this
figure is higher than the region’s response where 31% said that the visual arfs had a
strong collective voice. Most respondents (93%) agreed that the visual arts could
work more effectively fogether, the figure was similar (91%) for the region as a
whole. In terms of leadership,

57% of respondents felt that there are some real leaders in their areq, the regional
figure was similar (56%). The results suggest that although respondents feel part of a
community, the groupings are relatively passive, and despite the presence of
some identified leaders, there is no collective voice and collaboration could be
more effective.

20. When asked about public perceptions, 64% of respondents were enthused by
the level of public interest in the visual arts and crafts, this is the higher than the
region figure which was 53%. A related question found that 74% of respondents
agree that the South West region is known for the wide range and quality if the visual
arts, again the figure was lower for the whole region (64%). Thus respondents in
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Devon and Cornwall hold a positive view of the public profile of the visual arts in
the region.

21. The final question asked respondents 1o write us a post-it note, finishing the
sentence "l think the visual arts in the South West thrives when...” Again the responses
were grouped under a range of heading. Those comments that could be
described as "System Change” were the largest single group; with a wide range of
views offered as to how the “system” of making and selling work could be
improved. Audience Focus, Communication and Profile, followed by comments
under the heading Partnerships and Alliances were the next most common. Al
comments to Q39 are given in Appendix 3.

3.6.3. Summary of Key Findings

* The results therefore give a strong indication of the views of practitioners who work
in Devon and Cornwalll

* 49% of all work in the South West took place in the Devon and Comwall subregion
* The sector is ambitious for growth and see collaboration and a greater audience
focus as areas for development

* Devon and Cornwall were slightly less satisfied with their audience levels and
slightly more satisfied with their audience make up, than the region as a whole.

* Respondents want 1o develop their audiences,

* Some systems in place to collect data - but the application of the data captured
by the system is low

* There is a lack of knowledge around how to use data for planning and audience
development,

* There is a lack of knowledge of where to go to develop those specific skills.

* Respondents value peer-to-peer learing as an approach o leaming.

* Individuals had higher confidence levels in their own skills and experience than
those rating their staff team.

* Most respondents know where to go for training, aside from audience
development fraining

* The maijority does noft think it's a good match to their needs. High cost, and low
skills /breath of subjects levels were all sited as reasons for the poor match.

* Respondents were less likely to travel beyond the South West to meet their needs
than others in the region

* Respondents felt part of a community, the groupings are relatively passive,

* Despite the presence of some identified leaders, there is no collective voice and
collaboration could be more effective.

* Respondents in Devon and Cornwall hold a positive view of the public profile of
the visual arts in the region.

* A wide range of views were offered as to how the “system” of making and selling
work could be improved

Back to contents
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1. INTRODUCTION

The background 1o this research is Arts Council England’s ten-year strategy for the
visual arts: Turning Point. The central aims of the strategy are to create a stronger
infrastructure to support artists and visual arts organisations; encourage growth of
regional collections of contemporary art; create a blueprint for developing sector
skills; and build partnerships to maximise opportunities for everyone to experience
great art,

Visual Arts Development Scoping: Bournemouth & Poole, Dorset, Swindon and
Wiltshire is one of three sub-region scoping studies, which collectively cover the
South West region.

These three individual scoping studies form part of a wider piece of research relating
to Turning Point, which is being undertaken by Audiences South West, on behalf of
Arts Council England, South West (ACESW).
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2. METHODOLOGY

The development of the research was guided by a briefing session, held at ACESW,
which brought the consultant teams together alongside the ACESW Visual Ars tfeam
and staff from Audiences South West. The briefing session considered the context of
the work and drew out some of the themes that it was anticipated the scoping study
would address. In brief, the themes emerged as:

* Purpose: key messages and priorities for development
» Sustainability: resources
* Leadership: who can deliver or facilitate delivery

The research methodology was agreed at the briefing session and comprised of an
on-line survey available to anyone working in the sector in the South West and a
series of one-fo-one inferviews with individuals carried out on a sub-regional basis.
The research objectives for the study were agreed as follows: We aim to identify and
understand:

* Ambitions for audience development and barriers to achieving them.

* Ambitions for growth, and skills development needs to support them.

* Potential for market and economic development and barriers to achieving it.
* The value given to the strong collective voice for the secftor.

* The value given to networks and support structures.

* The value given to a self-supporting approach to professional development.

The research findings are inevitably a snapshot of knowledge and opinion across
the region but will enable key issues and priorities to be identified that can underpin
recommendations to support the overall aims and future development of the work.
To build and develop audiences for the visual arts; develop skills, knowledge and
leadership within the regional visual arts sector; and work towards a strategic
approach to advocacy for visual arts in the South West region.

The on-line survey was hosted on the Audiences South West welbsite and promoted
through a wider range of regional and sub-regional networks. It was live for a three-
week period in April.

Contact lists for the one-to-one interviews were made available by ACESW and
included all Regularly Funded Organisations (visual arts), Local Authority Arts Officers
and additional key visual arts organisations. In addition, development agencies with
a role that includes the visual arts in some capacity were included. In total 26
individuals were interviewed in the sub region. (See appendix 1 for a list of
interviewees)

All three tfeams of consultants were invited to aftend The Space Between, a two-day
event hosted by ACESW at University College Falmouth. The purpose of the event
was to bring together curatorial staff, artists and audience development staff to
explore and debate the issues surrounding audience development within the
context of the visual arts. The maijority of inferviews were completed by the end of
April and presentations of findings were made to Mariam Sharp, Jo Dereza and the
staff team of Audiences South West on May 1st 2009.
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3. FINDINGS

The findings are presented under the following headings: Professional Development;
Audience Development; Advocacy and Context. The final section presents the
quantitative findings of the on-line survey.

The conversations focused on the needs of both the individuals interviewed, the
organisations they worked for and those they work with. The current context is
described and a number of key aspirations, barriers and resources are identified.
Under each heading, findings are grouped under sub-headings that identify a key
issue or observation. The key points are summarized under OBSERVATIONS,
ASPIRATIONS, BARRIERS and RESOURCES in each section. As is the nature of
qualitative research such as this, some points were made by only one or two
interviewees and others were made by a maijority of respondents. We have tried to
identify the difference where necessary so as not to draw erroneous conclusions
based on a single view; however in several instances the single view seemed highly
pertinent 1o the research and therefore important to include.

3.1 Professional Development

3.1.1 OBSERVATIONS

Awareness and appropriateness of professional development opportunities.

* [t was clear from many of the conversations that there was a lack of awareness of
what professional development opportunities existed within the region and
particularly in relation to the visual arts.

* The perceived lack of visual arts specific training at a national level was also
noted. A number of interviewees specifically raised the issue that there is very little
available to artists, project managers or organisations in relation to developing visual
ars in specialist areas such as curation, arts & health, public realm, digital and
online work.

* It was expressed that there is not a wide enough availability of business skills
fraining for visual artists. However, there was also a feeling that professional
development for artists, particularly when visual arts is seen as part of the ‘creative
industries’, often leads fo training which is focused on business skills to the exclusion
of creative development or practice. Arts Matrix was cited as an example of this by
a number of interviewees.

* Probably due to the fact that the majority of respondents are established in the
sector, one of the reasons cited for not undertaking professional development was
'too much entry level provision’. Professional development opportunities are often
targeted af emerging artists, curators and managers. Those at managerial level in
organisations referred to a lack of provision for mid-career professionals 1o
undertake training.

* The question was raised over whether there is need for a ‘one stop shop’ for
information on regional professional development opportunities.
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* The overwhelming maijority of respondents were not currently undertaking
professional development. Many expressed that learning on the job was in the
nature of the sector and actually part of the affraction of working in it.

* Although some respondents identified specific areas such as leadership and
governance as gaps in their knowledge the emphasis was clearly on opportunities
for networking to facilitate peer support, knowledge fransfer and partnership working.

Capacity to undertake professional development.

* The maijority of organisations subject to interview have small staff numbers and
therefore the capacity 1o undertake professional development as part of their
employment, such as fraining, go and see visits, national or international fravel is a
challenge. This means that many organisations are inward focused and often do
not look beyond their immediate environment to the wider region, let alone the
national or international picture.,

* The Clore Leadership scheme was cited by a number of people as being of high
quality but demanding a degree of commitment that was beyond the capability of
most small organisations.

* Although noft supported by clear evidence, one interviewee expressed the view
that individual artists and freelance workers see more work, but undertake less
fraining as a result of limited of financial resources while those employed in
organisations have more fraining opportunities but find it more difficult to keep up
with contemporary practice.

* A number of individuals stated that they would try to arrange visits to galleries to
coincide with meetings arranged away from their work base but rarely made
special trips to see work.

Networking, peer-to-peer support, skill and knowledge sharing.

* The maijority of respondents stated that they were accessing support, sharing
expertise and knowledge through informal networks. For those established in the
sector, there is a lack of networking opportunities at peer group level. Peer
mentoring, shadowing and action learming sets were identified as the preferred way
to support learning for this group.

* Some networks for programme and partnership development are beginning to
emerge. Fresh is a network of organisations working specifically with young people
and moving image. The Federation is a group of galleries mainly in Bournemouth &
Poole looking at sharing programmes, resources and audiences. The Bigger Picture
is a network of organisations in Dorset looking at the potential for joint working across
the County.

* There is a significant amount of information on activity available but little joined up
thinking albbout how this is best distributed.

* A variety of smaller networks exist particularly in relation to artists groups and the

development of various open studio events in the region but again there is very little
communication between networks on a regional basis.
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* The Local Authority officers interviewed expressed similar concems in terms
opportunities to network, share knowledge and good practice with their regional
peers. NALGAO was valued as a professional network but not in terms of specific
support for visual arts development, Few LADOs are visual arts specialists.

* None of the interviewees were aware of any region-wide networks in existence in
the sub-region that was the subject of this study, or in the greater South West region.

* One respondent referred to professional isolation resulting in a lack of confidence
in the value of what they had to offer within the region.

Quality of work and critical debate.

* Those respondents who regularly work with artists felt there was a need for regional
artists to professionalise their practice in terms of business skills responding 1o
exhibition and commission opportunities and engaging with other professional
sectors.

* It was noted for example, that there are a large number of artists in Dorset but that
the boundaries of professional and amateur are blurred and the quality of practice
is highly variable. For example, some artists are reluctant to participate in Dorset Art
Weeks because of the lack of ‘curation’ or quality control.

* Critical debate in the area of exhibition, project development and artists” creative
practice is sparse and where it does exist is not of a particularly high quality.

* Development of curatorial practice was identified by a number of interviewees as
an area of fraining need in the region.

* None of those inferviewed was involved in regular writing for sector specific press.

3.1.2 ASPIRATIONS
Awareness and appropriateness of professional development opportunities.

* Single source of information made available in the region on regional and
national opportunities for professional development.

* More CPD opportunities developed in partnership with the sector and responsive
to idenfified need.

* Specific areas suggested for formal training — leadership (for freelance workers,
arfists and those in small organisations), governance for small organisations, business
skills, curatorial practice, enabling artists 1o engage with the health, education and
built environment sector.

* Training in visual arts project development / working with artists for non-visual arts
specialists in local authorities.

Capacity to undertake professional development.
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* Bursaries to support fraining for individuals.

* Clear acknowledgment by funders and boards of the value to the sector of time
out from delivery for professional development,

* More time for reflection.

* More facilitated opportunities for networking, including task-focused groups.
Networking, peer-to-peer support, skill and knowledge sharing.

* Facilitated, task focused region-wide peer networks.

* More opportunities for international group travel for regional artists, curators and
arts development officers

* Action learning sefts for professionals at senior level.

* Opportunities for work shadowing, regionally and nationally.

» CPD programme driven by key visual arts organisations (RFOs) working in
partnership with smaller organisations to build skills and knowledge of practice

across the region.

* Facilitated links between regional networks with shared inferest e.g. open studio
events.

Quality of work and critical debate.

* Training for artists on how institutions function, understanding how and why galleries
curate.,

* Improved partnerships with HE to support professional practice input 1o
undergraduate courses.

* Events that facilitate debate between artists and artists, organisations and
organisations, artists and organisations, audiences and organisations, audiences
and artists.

* Training in curatorial practice for individuals and organisations.

» CPD for artists in engaging with other professions, applying for and working to
commission with and lbeyond the region.

» CPD for other professions in the value and practice of engaging with arfists e.g.
teachers, youth workers, architects, urban designers, planners, developers.

* Support to develop quality critical writing in the region — possibly in partnership with
HE (e.g. Text & Work project Arts Institute Bournemouth).
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3.1.3 BARRIERS

Awareness and appropriateness of professional development opportunities.

* No single, easily accessible source of information on regional CPD opportunities.
* Challenge of facilitating input from the sector to development of CPD.

* Existing organisations appearing to offer a top-down ‘one size fits all’ approach,
not appropriate for small organisations.

* Lack of benchmarking or quality control for CPD providers.

Capacity to undertake professional development.

* The maijority of respondents cited time as a significant barrier to professional
development, particularly formal fraining. Workers in small organisations and those
who are part-time find it difficult to justify or take time out of delivery work to
undertake training. Travel time as a result of the nature and scale of the region adds
to the impact on small organisations.

* The cost of training is also carefully considered against the value of the training o
the organisation in relation to the investment.

* Limited staff resources in small organisations make it difficult for staff to undertake
CPD off-site.

Networking, peer-to-peer support, skill and knowledge sharing.

* Scale and nature of the region militates against regular face-to-face
communication between peers.

* There is great enthusiasm for peer-peer mentoring, action learning sets etc. but
unclear on implementation.

* Limited staff resources in small organisations make it difficult for staff to attend
regular off-site meetings.

* Significant expertise exists within the sector across a range of disciplines and there
is a willingness to share but due to organisational capacity this expertise is difficult to
unlock.

* Existing networks have limited capacity to link with other networks.

Quality of work and critical debate.

* Arfists emphasise the value of creative practice over business skills when working
outside the studio.

» Few regional artists experienced in achieving significant commissions in arfs and
health or public realm work.
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* Links with HE are hard to establish but could develop artists and sector skills.

* Visual artists are offen more difficult to engage with as they tend to work more as
individuals not naturally as groups.

* Definitions of professionalism among artists are unclear.

* There is a degree of ferritorialism generated by competition for resources.

3.1.4 RESOURCES
Awareness and appropriateness of professional development opportunities.

* Many recognised sources of specialist information for the sector already exist and

could be developed 1o provide an identified central source of information on visual

arts specific CPD opportunities e.g. ACE Arts Jobs web site, VAGA, Engage, Public Art
South West,

* Regional CPD providers exist with the skills, knowledge and networks 1o develop
visual arts specific training e.g. Audiences South West, Arfs Matrix.

* NSEAD is based in the sub-region and has ambitions to expand its work in the
South West in enabling artist teachers to maintain their practice and artists 1o work in
education.

DAISI (Devon Arts in Schools Initiative) offers possible model for direct support to
artists.

* Many local authority web sites already carry information on arts provision and
opportunities and offer potential to be identified as sources of regional / local
information on CPD.

Capacity to undertake professional development.

* Grants for the Arts can offer support for CPD and delivery of fraining can be
subsidised to reduce the cost to participants.

* The key issue raised under capacity by the vast majority of respondents was time
and staff resources. Peripatetic or in-house opportunities could help but reduce the
networking benefits that many CPD opportunities provide. This a complex issue that
relates to staffing, time and multiple priority management and requires more
discussion.

Networking, peer-to-peer support, skill and knowledge sharing.

* Local authorities (e.g. Swindon) offer direct support to arfists” networks with small
amounts of funding and resources such as web hosting and meeting rooms.

* The value ascribed 1o peer group support is significant and the enthusiasm for
engagement appears strong.
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* A wide range of expertise exists within individuals and arts organisations in the
region and there is an apparent willingness to share.

* There are existing and emergent networks could be supported to connect and
collaborate.

* Local authorities (e.g. Swindon) offer direct support to arfists” networks with small
amounts of funding and resources such as web hosting and meeting rooms.
Quality of work and critical debate.

* Provision of facilities across the South West region, taken as a whole offer a range
of opportunities if they can be accessed regionally.

* The significant number of artists living in the region offers potential to bring
‘amateur and ‘professional’ artists together.

* Organisations with a particular focus or expertise e.g. Porfland Sculpture and
Quarry Trust, PVA, SCAN have the potential to offer a regional resource for artist
development.
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3.2 Audience Development

3.2.1 OBSERVATIONS

Taking a strategic approach to audience development - regionally
* Strategic investment and support for audience development is delivered through
specific projects, e.qg. Dorset Art Week.

* A wide-range of arts projects is supported by local authorities including community
and participatory work and art in public spaces, as well as venues.

* There is a strong focus on promoting and developing artists and craftspeople to
sell work, contemporary work is less well-supported.

* When local authorities focus on audience development they tend to see it in
terms of attracting large numbers of people to one off events, e.g. art in the public
realm.

* There is a wide-range of arfs activity in the region, including arts and health,
participatory arts, art in public spaces, digital art, contemporary art, selling work and
work by disabled artists, which between them affract a wide range of audiences.

Taking a strategic approach to audience development - individuals and
organizations
* Contemporary arts organisations all state that audience development is a key

priority.

* However, audience development is rarely integrated into business or artistic
planning.

* Audience development activity is usually seen as additional 1o core activity, and
requiring additional resources.

* Many organisations see audience development primarily in terms of bringing
saleable art and craft to market.

* Organisations with a community, arts and health or participatory programme,
rarely connect this work 1o their audience development aspirations.

* Those organisations with regular funding and the most security have the best
sense of audience development and more resources 1o deliver it.

Understanding audiences and the market

* There is a general sense that the audience for visual arts, especially in Dorset, is
old, middle-class and wealthy.

* Many organisations identify young people as being the new market they would
most like to develop. In this context, young people can refer to a wide-range of
audiences from children and people in formal education, to people in their 20s and
30s.

* There is a sense that there is little ethnic diversity Dorset and Wiltshire, and there is
little awareness of what a diverse audience might be in the areaq.
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* Few organisations are collecting data about their audiences.

* Where data is collected it is often sporadic and incomplete and is rarely used
effectively.

* Few organisations are using the available market inteligence e.g. ‘Arfs audiences:
insight’ to develop understanding of their audiences or potential audiences.

» Some local authorities and organisations are planning and commissioning
specific pieces of research.

* Research carried out by Bournemouth University on the economic impact of
Dorset Art Weeks has been a lever for change within the local authority and has
helped to secure funding and develop advocacy.

Having the capacity, skills and experience to undertake audience development
* Audience development skills are low, with few trained, experienced marketing
staff working in the region.

* There is a low level of understanding of the benefits of data capture and analysis
or the market,

* Many organisations feel over-stretched. They are frustrated that this makes it
difficult for them to invest resources in audience development,

* There are few frained or experienced curafors practicing in the region, and this
has an impact on the range and variety of work available to support a diverse visual
arts audience.

* The region is lacking a range of spaces for contemporary arts, making it difficult fo
programme in way that will support the diversification of the audience base.

3.2.2 ASPIRATIONS

Taking a strategic approach to audience development - regionally
* Most people consulted through that a co-ordinated approach to marketing the
visual arts in the region would be lbeneficial.

* Local authorities and organisations are interested in working together 1o develop
relationships with cultural tourism agencies and to enhance the cultural tourism
offer.

* Many of those consulted stated that they would like 10 see strategic support for
developing the contemporary visual arts and audiences for this work.

* There is a desire to develop better listings resources to make it easier for the public
fo find out what is going on.

* The Bigger Picture initiative (Dorset) was often cited as having the potential of
bringing organisations together.
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Taking a strategic approach to audience development - individuals and
organisations

* Organisations are interested in working together on a range of audience
development issues, including cultural fourism, data usage, peer leamning and the
development of marketing skills.

» Organisations have a genuine desire to diversify and grow their audiences.

* There is a desire to develop the audience’s appreciation and understanding of
contemporary visual arts.

Understanding audiences and the market
» Organisations would like to be proficient in the collection and use of data

» One organisation would like o develop its skills in fracking and monitoring online
audiences (although other organisations did not ask for this, many could benefit
from fraining and development in these areas).

* Within the region there are some organisations that are further advanced in their
use of data. These have discussed coming together as ‘The Federation’ to share
audience and market information and to work together.

Having the capacity, skills and experience to undertake audience development
* Within the region there is a desire to develop programming and curatorial skills
and opportunities, and this is seen as having the potential to develop audiences.

* Organisations would like 1o develop their audience development capacity but the
barriers to this are frequently presented as insurmountable.

3.2.3 BARRIERS

Taking a strategic approach to audience development - regionally

* Although there is a wide range of arts practice, affracting a range of audiences,
the lack of data capture or analysis means that the perceptions of audience reach
do nof reflect the true range of audiences who are likely to be being engaged.

* There is a commonly felt sense of frustration about the perception that ars in
Dorset are characterised by landscapes and seascapes, this is seen to be to the
deficit of contemporary visual arts both in terms of local investment and the
perceptions of potential audiences from inside and outside the region.

* Although it is felt that there is a high awareness of popular visual arts amongst
local people, there is generally a low understanding or appreciation of
contemporary visual arts.

* Allack of high profile contemporary work means that it is not easy to get
audiences to appreciate, celebrate or attend contemporary visual arts.

Taking a strategic approach to audience development - individuals and
organisations

* Public art attracts audiences but data is not available and activity is not plugged
info the regional infrastructure.
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* Audiences for community activity are not recognised as part of audience
development work and therefore information is not recorded.

* Not even the best resourced organisations have written audience development
plans or strategies.

* No organisation has audience development included in business or artistic plans.
Therefore, although an aspiration, audience development remains low priority.

Understanding audiences and the market
* There is a need for help in accessing, using and understanding data.

* Market development (developing the market for sales of art and craft works) and
audience development (engaging audiences for sales, engagement, participation
etc) tend 1o exist completely separately, with no sense of how different audience
types can work together to develop a healthy sectoral infrastructure.

* Allack of partnership working means that opportunities for audience development
are not exploited, e.g. aftenders at new public art event are not encouraged to visit
an exhibition by a local gallery, or participate in a project run by a community
agency or arts and health unit.

Having the capacity, skills and experience to undertake audience development
* Few organisations have the resources to invest in audience development fraining,
the recruitment of specialist staff or the use of experts on a consultancy or freelance
basis.

* Few organisations can see themselves having additional resources to spend on
audience development in the future. Project funds are perceived as being harder
and harder to come by.

* Only one or two organisations have senior staff working in audience development,
therefore it is not commmon practice to incorporate audience development in
business or organisational plans.

3.2.4 RESOURCES

Taking a strategic approach to audience development - regionally

* There are some good resources in the region that could attract audiences from
outside the county, e.g. Holten Lee’s National Disability Arts Archive and Swindon’s
collection of 20t century art, and various digital art programmes, but these are not
currently being shown properly or promoted widely, owing to lack of resources.

* Local authority investment in audience development projects and resources is low
but current initiatives, e.g. associated with NI11, are providing an impetus to
develop audiences.

* Development of maijor strategic projects including projects associated with the

Jurassic Coast and with the Olympics in Weymouth in 2012, could provide strategic
opportunities.
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Taking a strategic approach to audience development - individuals and
organisations

* There are a few experienced audience development specialists working in the
larger organisation in the region, who could support the development of other
individuals and organisations.

Understanding audiences and the market

* Arts Audiences: Insight segmentation road-shows and ADUK training for Visual Arts
organisations could help develop skills in this area. However, it should be noted that
most organisations will not have the resources or staff to fake advantage of these at
the moment (especially as ADUK / AMA training only takes place in Manchester,
Birmingham and London).

* Some data sets are being developed locally which could have a wider impact if
they are shared widely.

* Audiences South West has the skills 1o support organisations developing their
knowledgebase and the necessary skills.

Having the capacity, skills and experience to undertake audience development
* Organisations recognise that they need to improve their approach to audience
development, including skills development, strategic planning and better use of
data.

* Several respondents expressed a desire to work in partnership with other
organisations, or in networks, to support developing audience development activity.

* There are some examples of good practice in the area that could be shared, e.g.
arts and health activity, developing audiences for digital work and creative
partnership building, e.g. between artists and business, or artists and engineering.

* Severdl local authorities are interested in developing the contemporary visual arts
sector in the region.

69



3.3 Advocacy

3.3.1 OBSERVATIONS

Joint working

* There was a strong sense that not enough joint working or sharing of information is
taking place and that this is vital to building sector profile. This is beginning to
happen small pockets e.g. Dorset At weeks, Wylye Valley Arts Trail, The Federation,
The Bigger Picture.

* The answer to how this might work in a sub-regional or regional context was not
cClear.

Activity and infrastructure

* The sub-region lacks any major high profile visual arts organisations or galleries.
Exhibition space is a challenge, particularly raised in Dorset due to the large number
of artists present (Swindon is pursuing a feasibility study for a new art gallery to house
it's high quality collection of 20w century art which has the potential 1o become a
maijor sub-regional centre for the visual ars).

* There is a significant amount of high quality work going on in the sulbb-region but it
is unevenly spread.

* As noted in the Professional Development section there is a range of quality of
work being made and this requires a sensitive approach to advocacy. There needs
tfo be clarity over who is advocating what to whom (e.g. benchmarking work of
‘regional quality’ — developing a curatorial overview).

Branding and identity

* The sub-region does not have a rationale other than administrative convenience
at the moment. From the local authority point of view Dorset and Wiltshire seem
focused on the challenges of working within their own boundaries, Bournemouth &
Poole and Swindon do not see themselves as part of the SW region and don't see
any particular links between each other,

* The South West region doesn’t currently have a coherent identity. If the region has
an identity, in the mind of the public it is prolbbably linked to tourism, leisure,
londscape and environment,

* There is a perception that the SW region is more identified with landscape work
and traditional crafts rather than contemporary work. A numiboer of respondents
referred to Cornwall and Bristol as dominating the sources of contemporary work in
the region.

* There is a will to work together to share information and audiences but again
some perception of concerns linked to competition for limited resources.

* The South West region is a major tourist destination but at the moment culture and
visual arfs are not high enough on tourist agenda. East Dorset ADO is currently in
working with their fourism officer to look at this. The ‘Dorset Guide’ fourist information
web site has an Arts & Crafts section which profiles 22 artists of which the maijority
are in the figurative / landscape section which profiles a selection of arfists in the
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county.

* No 'one stop shop’ for regional visual arts information e.g. web site & regional
electronic newsletter. Multiple sources of information make it difficult and fime
consuming to find out what's on.

* |t was noted that business and economic factors were over-emphasised in
relation 1o the cultural offer as an element in affracting people fo live and work in
the region and contributing to quality of life.

3.3.2 ASPIRATIONS

Joint working
» More joint working to sharing of information and marketing fo build critical mass
and increase impact.

* A number of respondents expressed inferest in a regional branded web presence
but there is a question over how this might be managed, maintained and curated.

* Develop national and international partnerships to bring high profile arfists and
curators to work in the region to highlight regional commitment fo quality and
demonstrate the benefits of the region and working outside London.

* An agency to facilitate joint working but bearing in mind the feeling among arfists
that there are too many agencies and not enough funds going direct to artists to
make and show work.

* Several of the local authority respondents expressed a need for internal advocacy
at director, member and officer level to improve understanding of the value of the
visual arts across arrange of agendas but particularly development and
regeneration.

Branding and identity
* A major region wide visual arts event or ‘festival’ highlighting the quality of
indigenous production.

* More extensive and critically considered links between contemporary visual arts
provision and the leisure, landscape and environmental tourism offer. Capitalising
on uniqueness of region and its natural environment as a place for artists and a
source of ‘world class’ cultural production.

* Greater confidence in the sector in identifying and promoting quality
contemporary art from the region.

* Greater recognition nationally and internationally of the quality of visual arts in the
broader South West as well as Cornwall.

Activity and infrastructure
* Increased availability and range of quality exhibition and studio space.
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* Direct advocacy for the understanding of the value and role of the visual arts
within local authorities beyond the arts development departments e.g. architects,
planners, to support opportunities for art in the public realm and provision of
temporary exhibition space.

* Support local authorities that have an aspiration to include visual arts across all of
their activity, e.g. Dorset, including large building projects, partnerships with business

* Establish a prestigious regional award for visual artists e.g. Jerwood (possibly
offering the provision of a bursary and studio space in the region for one year)

3.3.3 BARRIERS

Joint working

* One high profile event can exaggerate perception of actual provision e.g. Dorset
Art Weeks only happens once every two years but because it is well-known it gives
the impression that the level of activity in Dorset is higher than it actually is.

* Advocacy grows from confidence in the product and ability o deliver and this
requires mature relationships between artists and organisations and some sort of
benchmarking of quality.

* There is insufficient information flow between organisations and a greater degree
of trust between organisations needs to underpin collaboration and joined up
thinking to develop regional profile.

* Effective advocacy should be sector led but there is a challenge in enabling fime
for key individuals to lead effective advocacy.

Branding and identity
* The question of whether a single whole region or even sub-region brand is feasible
or desirable needs to e properly considered.

* Advocacy across different agendas and areas of practice needs careful strategic
management e.g. regional branding should avoid perpetuating the idea of
‘regional’ as somehow ‘second best’ to the output of major urban centres. Cutting
edge contemporary work and more traditional practice can both be of high quality
but the differences need to be acknowledged.

» Concentration on local delivery militates against building knowledge of broader
practice in the region and beyond and the ability of key individuals to identify and
talk about quality regional practice.

* If a regional brand is to be developed then there needs to be clarity on what is
being promoted, whether, and if so, how it covers the breadth of practice while
promoting quality.

Activity and infrastructure

* The lack of major visual arts organisations or public galleries makes it difficult to
establish permanence or continuity for hulbos of activity that can be identified
externally as a focus and be used to build collaborations.
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* There is currently no clear differentiation between amateur and professional artists
or any benchmarking quality of practice in identifying the critical mass of activity.
This leads to fragmentation and lack of confidence in collaboration.

* The activities of commercial galleries across the region, while supporting the artists’
economy may be perpetuating the perception of regional visual art as entirely
related to figurative, seascape or landscape based work.

* There is uneven understanding of the value and role of artists working with
communities in the public realm across the local authorities.

* Activity is fragmented often ephemeral or temporary and poor regional
information provision leads to lack of an overview or connection activities 1o build a
regional critical mass.

* There is a growth of open studio events but questions over curatorial approaches
and ‘quality control” suggest uncertainty over their current value in regional
advocacy.

3.3.4 RESOURCES

Joint working
* The vast maijority of respondents when asked if they were willing to participate in
exploring joint advocacy for visual arts across the region answered, ‘Yes".

* It is apparent that there are a large number of arfists in the region mMany with
ambition to promote their work within the region and lbeyond. This is something that
can be capitalised on with considered use of resources.

* Existing and emergent networks could be supported to develop joint advocacy.

* There is a strong view that quality work is happening in the region and there is real
potential to create a critical mass and build profile through joint working.

Branding and identity
* There is a huge potential audience brought into the region by the tourist industry
that the visual arts sector could be enabled to engage with.

* Rural areas, frequently seen as a problem in terms of arts provision could be
promoted as a cultural asset. There are many contemporary artists working in an
infelligent and challenging way with landscape and the environment. The
landscape is a key feature of the region and might be sensitively curated and
promoted as a vast open-air site for quality ‘public’ art.

* Work around 2102, The Cultural Olympiad and its impact, currently focused on

Weymouth and Portland has potential to underpin a wider regional profile for the
visual arts.
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Activity and infrastructure

* The lack of permanent building based provision for exhibition could be used to
drive a campaign of advocacy with local authorities, landowners and developers
for more art in temporary and public spaces.

* Open studio schemes are in development in a number of areas and are effective
in raising the profile of activity but there is a need for work on the balance between
inclusiveness and quality control and the image of regional visual arts they are
promoting.

* Local authorities have resources apart from direct funding such as web hosting,
meeting rooms etfc. that can be utilised to facilitate and support artists” networks
and information exchange and event promotion.
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4. Context

This section outlines the views expressed on current working context for ACE's key
partners in delivering visual arts provision in the region.

4.1 ARTISTS
Of the respondents in the sub region, those who identified themselves as practicing
artists represented approximately 20% (11/41 online 3/26 1:1).

The overall view was that there is a large range of quality artists working across the
sub region but that the spread was uneven. Individual artists present challenges for
dissemination of information and networking and it is unclear how many artists are
engaged with contemporary visual arts as defined in Turning Point.

One local authority respondent noted the challenges in developing and resourcing
partnership working with visual artists who largely work as individuals and do not
naturally tend towards joint working. Arists’ networks are beginning to emerge but
there is a perceived need for increased professionalism in the sector and improved
ways of recognising and nurturing quality where it already exists.

Increased and improved facilitation of artists networking to build better
communications and critical support was repeatedly raised as important but one
respondent also noted that in conversations with artists, there is also a concermn that
there are foo many agencies and coordinators soaking up resources (rather than
going direct to artists) and developing ideas with people who then cannot secure
the resources to deliver.

One respondent noted that although there are many artists in the region they are
mainly ‘white, middle aged, and middle class making a living out of past fraditions’.
A point mentioned by a number of people was the lack of studio space particularly
for younger and emerging artists such as new graduates who are often a catalyst in
development. Secure and affordable studio space within the region is a key to
attracting younger artists who may bring a degree of contemporary practice that
would counteract the view that region is dominated by fraditional seascape and
landscape work.

Some respondents expressed the view that there are positive aspects to the visual
arts coming under the umbrella of the creative industries particularly in acquiring
prominence with some local authorities. However, the understanding of how visual
arts actually fits info this is not well understood and probably focuses less on
‘creativity and more on ‘industry’. It is not clear as yet what the impact of creative
industries development will have on the visual arts sector in the region.

4.2 ORGANISATIONS

The specialist visual arfs organizations in the sub region e.g. PVA. SCAN, Portland
Sculpture Trust have small numbers of staff e.g. PVA 1 full-time 1 P/T and of the mulfi-
disciplinary arts centres with exhibition space, staffing for dedicated visual arts
programming is patchy e.g. Salisbury 1 part-time, Lighthouse Poole has no
dedicated staff or budget for the space which is now being programmed by The
Study Gallery/KUBE. Staff are focused on delivery to the detriment of creative
development and time for CPD. Small staff resources leads to great deal of
learning on the job'.
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A number of respondents expressed the view that organisations in the region
currently delivering creative, professional and audience development training are
not providing sufficiently focused opportunities for the visual arts sector. For
example, Audiences South West is not currently seen as addressing the needs of
small organisations or visual ars specific audiences, Arts Matrix focuses on business
rather than creative development.

A number of respondents from dedicated visual arts organizations feel their profile is
currently higher nationally and in some cases internationally than regionally e.g. PVA,
the gallery af AIB, SCAN. Regional profile is currently dominated by larger
organisations in urban centres within and beyond the sub region. Target driven
funding opportunities often lead to resources being soaked up by these same
organizations. Lack of quality public exhibition space for showing contemporary
work is a major issue, particularly noted in Dorset. There is a significant numiber of
small commercial galleries in the region but little evidence of partnership working
between private and public sector on visual arts development.

The maijority of gallery spaces are either within multi-disciplinary arts centres, such as
Poole, Bridport, Salisbury with little or (in the case of Poole) no exhibition budgets; or
education institutions such as University of Bournemouth — Afrium Gallery, Art Institute
Bournemouth - Text + Work, Bournemouth and Poole College - Study Gallery/KUBE.
This has implications for profile and perceived accessibility.

Networking opportunities are currently limited but examples are beginning to
emerge. Some clusters of organizations are developing inevitably based around the
urban centres of Swindon, Bournemouth & Poole. There is clearly expressed desire
for collaboration and improved, facilitated networking among organizations to talk,
think, and identify shared priorities and resources for action.

4.3 LOCAL AUTHORITIES

Interviews undertaken with local authority arts development officers (or title
equivalent) gave a consistent view of a low level of confidence (relating to
knowledge and experience of visual arts) among policy makers and planners within
local authorities. Among the officers themselves, few are visual arts specialists.
Wiltshire having recently become unitary is abbout to review its arts policy and
strategy so the position of visual ars is uncertain at the moment. Swindon by
confrast seems 1o be developing a fairly proactive approach 1o support for
practitioners, driven by their adoption of NIT1. They have recently worked with the
Artsite group of artists to establish a new studio base in the town. Arts provision
including visual arts is promoted through the council's main web site and the
‘Swindon Does Arts’ site, which also provides a newsletter on activities across the
Borough. It also organises quarterly meetings and an e-bulletin for ‘Arfsminds’
forum for Swindon's creative arts practitioners and supporters.

The challenge of developing effective partnerships across the authorities was noted.
Local authorities are inevitably focused on local development but there was a
clearly expressed interest in better communication between local authority arts
development officer across district and county level to share knowledge and good
practice and avoid isolation, which was particularly raised by those officers in part-
fime posts.

76



Among local authorities then there is uncertainty over the rationale for a regional or
even subregional profile. Swindon for example does not see itself as part of the
South West and looks more towards London than say, Cornwall for its access to
quality visual arts provision. Bournemouth similarly tfends 1o look east rather than west,
However, even if regional branding remains problematic this does not negate the
significant interest in exploring regional collaboration under the three key areas of
Professional Development, Audience Development and Advocacy.

4.4 HIGHER EDUCATION

The lack of a high profile art school was raised by a number of respondents. The
importance of higher education in the ecology of the visual arts, undergraduates
and graduates as a catalyst 1o developing the sector was acknowledged by a
number of respondents. The lack of a high profile art school was raised by a number
of respondents in relation to professional and advocacy. The region does have
some profile for visual arts in HE but mainly in the area of industry focused visual
media based courses e.g. animation at University of Bournemouth and
photography at Salisbury. University of Bournemouth offers mainly industry focused
courses such as Applied Art & Design Fashion and textiles. The BA (Hons)
Photography is now delivered in partnership with Wiltshire College. The University is
probably best known as home to the National Centre for Computer Animation and
its BA (Hons) in Computer Visualisation and Animation.

However, there are some changes in regional HE which may offer opportunities for
development. Swindon College will be offering a BA and MA in Fine Art from
September 2009. Salisbury, Trowbridge and Chippenham Colleges have merged to
create Wiltshire College which offers and HNC/HND in Fine Art (it also offers a BA in
Photography and BA in Digital Media Arts but these tend towards a vocational
industry focused approach).

The Arts Institute Bournemouth is changing to Arts University College atf Bournemouth
in July 2009 and offers a BA Fine Art and BA Photography prioritising creative
practice and context. If there is to be an increase number of artists graduating in
the region then there needs to be consideration of how they are aftracted to stay in
the region through opportunities for studio space and exhibition both of which were
currently seen as sparse in the sub region.
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5. Online Questionnaire

Results — Bournemouth & Poole, Dorset, Swindon and Wiltshire (BPDSW).

The online questionnaire results for the sub-region (VAS) have been compared to the
overall results for the whole survey. This analysis summmarises the picture painted by
the results as relevant to the Dorset and Wiltshire area, with significant similarities and
differences to the regional picture noted.

Respondents

A survey of the job roles of the respondents shows that the sample for BPDSW is
broadly similar to the overall sample. However, there are significantly fewer
responses from Curators (10% of respondents as compared to 22% regionally). This
supports the one-to-one consultation in the region, which identified a lack of
curators and opportunities for curators in the region.

Aims and ambitions

76% of respondents agreed that they had clearly stated aims, and 88% added
that they had ambitions to grow. These results are both in line with the overall results
for the region.

Satisfaction with current audiences

Respondents from BPDSW show a comparatively high degree of satisfaction with
their existing audience numbers. Only 32% stated that they were very dissatisfied
(4) or dissatisfied (3) with audience numbers, compared to 51% in the region as a
whole. 68% are satisfied (2) or very satisfied (1) with audience numbers, compared
to 49% in the region as a whole.

This result contrasts with a low level of satisfaction with audience numbers as
identified through the one-to-one consultations.

Respondents from BPDSW are slightly more satisfied with the make up of their
audiences than the overall survey results, with 40% stating that they were very
dissatisfied (4) or dissatisfied (3), compared to 46% regionally. 60% are satisfied (2)
or very satisfied (1), compared to 54% in the region as a whole.

This result should be considered in relation to the findings of the one-fo-one surveys,
which suggest that awareness of potential audience diversity is low in this region.

Strategic approach to audience development

Overall results in this section are not significantly different to those from the overall
survey.

Respondents from BPDSW are generally comfortable that they know who their
existing audiences are (83% compared to 80% overall). They state that audience
development is a strategic aim (78% compared to 80% overall) and they use their
understanding of audiences 1o inform their business planning (50% compared to
47% overall).

However, these results should be confrasted with the results of the one fo one
survey, which show that despite stated infentions fo incorporafe audience
development info planning processes, few organisations have the resources or
expertise to do so.
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An evidence-based approach to developing audiences

Collection and use of audience data in BPDSW is comparable to that in the region
as a whole. 66% (compared to 61% overall) say that they regularly collect data and
24% say that they regularly use market information to help them identify potential
new audiences.

It should be noted that these findings contfrast with those from the one fo one
conversations. Also, although the percentage of respondents using market
information is comparable to the overall regional picture, it is still a very low
number, representing a limited use of data for audience development purposes.

Audience development training

55% of respondents from Dorset and Wiltshire do not know where to find appropriate
audience development fraining (compared to 53% overall). However, 41% have
undertaken some audience development training (or someone else in their
organisation has undertaken this fraining), which is significantly higher than the
region as a whole 32%.

The one-to-one conversations indicate that despite this slightly higher level of
fraining in the region, there is still a significant lack of audience development skills
and experts in the areaq.

Training providers cited are Audiences South West (6 respondents), Arts Matrix (2
respondents), Arts Marketing Association (2 respondents), Creative Dorset, Arts
Marketing Hampshire and Bournemouth (1 respondent each). Other training sources
cited include individual consultants and ‘in-house’ fraining.

Overall the fraining has been well received with 65% (compared to 67% overall) of
respondents being very satisfied (4) or satisfied (3). However it should be noticed that
35% (compared to 33% overall) were either dissatisfied (2) or very dissatisfied (1).

These results suggest that range and relevance of audience development fraining
should be developed to meet the needs of the sector more closely.

60% of respondents (compared to 53% overall) say that they know where to find
appropriate audience development training.

Peer-to-Peer training
Only 27% of respondents have undertaken peer-to-peer leaming, although this is
comparable with the region as a whole (28%).

Suppliers of this tfraining are ACE —SE (2), Creating Cultural Leadership SW (1),
Natfional Culture Forum (1), Bath University (1), SBA and European Mela Network (1),
Exeter University (1), artist network (1) and ‘in-house’ fraining (1).

Overall the fraining has been well received with 91% (compared to 90% overall) of
respondents being very satisfied (4) or satisfied (3). It is interesting to notice that a
significantly higher percentage of people were Very Satisfied 64% (4) when
compared to the overall results for the region (50%) suggesting that some of the
peer-to-peer support in the region is exceptionally effective, or that it is a particularly
useful form of fraining and support for this region.
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The comments from respondents suggest that they find peer to peer training useful
because they either:

* value the support of a skilled individual

* find peer to peer training helps them widen their skills, knowledge and awareness,
OR

* enjoy continuous reflective processes

Appropriate skills and expertise

The maijority of respondents think that they have the right match of skills for their role,
with 83% (compared to 76%) are Very Confident or Confident about this. No one
was Very Unconfident about their skills and expertise.

Similarly 73% (compared to 62%) are also Very Confident or Confident that their
team has the right match of skills for their role. There is less concern that the team's
skills match their needs with only 27% (compared to 38% overall) Very Unconfident
or Unconfident of this.

Although these results convey a positive result it should sfill be noted that there are
significant numbers of people and teams who are nof gppropriately trained for
their roles.

80% of respondents (compared to 74% overall) say that they know where to find
appropriate fraining (other than audience development, see section above).
25% of respondents (compared to 34% overall) say that the training available in
their areq is appropriate to their needs.

The reasons cited for not finding appropriate training locally are cited below,
together with the comparison figure for the whole region.

REASON B&P, D, S&W | REGION
Training level is oo low 29% 12%
Training level is foo high 0% 2%
Training level is oo broad 17% 18%
Training level is foo narrow 10% 18%
Training is too expensive 37% 32%
Training is too far 37% 24%
Training takes too much time 32% 23%
Appropriate training is beyond SW 37% 27%

When asked to comment further respondents focused on:
* the difficulty of making time for training, especially in small organisations or
organisations run mainly by volunteers
* the need to travel a long way to find appropriate fraining
* alack of information about what is available locally
* the lack of leadership training

These results suggests that respondents from BPDSW feel they have to look beyond
their immediate area for the most appropriate training, when compared to
respondents from the rest of the region. They would also like fraining at a higher
level than that which is currently available. The one to one interviews support this as
several respondents commented on the availability of entry-level support but lack
of support for more experienced individuals.
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Visual arts sector in BPDSW

80% (compared to 74% in overall survey) of respondents feel part of a local visual
arts community. Only 23% (compared to 32% overall) feel that their community has
a strong collective voice. 95% (compared to 93% overadll) stated that the sector
could work fogether more effectively to have a voice.

59% of respondents (compared to 58% overall) believe that there are some
prominent and strong leaders in their sector.

49% of respondents (compared to 55% overall) are enthused by the level of public
interest in the visual arts.

51% of respondents (compared to 66% overadll) believe the South west is known for
the range and quality of its visual arts.

These last two resulfs suggest that in comparison fo the overall results, BPDSW is less
confident in the impact of its visual arts sector on the local, regional and national
audiences, and of its profile amongst the public and its peers.
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6. Conclusions
The conclusions are not definitive but aftempt to identify some of the key outcomes
in relation 1o Audiences South West’s framework.

6.1 PURPOSE: Key Messages

Professional Development

* There is a clearly expressed desire for improved networking both mediated and
face-to-face, to share knowledge and resources, build collaboration and reduce
professional isolation.

* There is a need for improved information provision on visual arts developments
and opportunities across the region.

* Peer to peer support is seen as a vital element of development for the sector
professionally, creatively, and critically, but staff and time resources need careful
consideration.

* There is a lack of visual arts specific CPD particularly around artists’ creative
development, curatorial practice and critical debate.,

* There is a desire for be developments to be sector lead, responding to need,
action focused, enabling and backed with resources — no additional ‘gatekeepers'.

* There is existing expertise and creativity in the region that has the potential to be
unlocked and shared.

Audience Development
* There is a clearly expressed desire for improved networking both to work
collaboratively and learn from peers.

* There is a need to improve data collection and usage across the sector in the
region.

* Developing a clear picture of the diversity of the audience in the region could
inspire organisations 1o be more credative in developing new audiences.

* Audience development will only become strategically important when
organizations can source the resources to make it integral to their organisations’
management and delivery processes

* Alively contemporary visual arts scene is a vital part of the audience
development framework for the region.

* Large-scale initiatives and high-profile local resources could be key features in
developing local audiences and cultural tourists.

Advocacy

* Currently information is patchy and diffuse — joint working could help to improve
the focus and quality of information flow and alleviate the perception of
fragmentation.
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* Quality of work is variable and how this is acknowledged needs 1o be addressed if
joint advocacy is to be effectively developed.

* The uneven rage range and qudlity of exhibition space affects confidence in the
product being promoted.

* Competition for resources can be a catalyst or a barrier to joint working.

* There is a need for facilitation of networking 1o identification priorities, partnerships
and resources to support opportunities for joint marketing.

* A regional brand needs careful consideration but more joint advocacy on
specific existing or new initiatives would valuable.

6.2 SUSTAINABILITY: Resources

Professional Development

* There is expertise in the visual arts sector and willingness to share, what is not
available is the time or personnel to develop and maintain an overview to identify
and nurture leadership in regional sector.

* Key to sustainability is motivation, facilitation, and a legacy of skill development
built on long- term relationships.

* Resources exist in the broader region within agencies such as Arts Council England
South West, Audiences South West, Arts Matrix, NSEAD, Local Authorities and HE,
which could be explored (perhaps as part of a new development initiative) 1o
support more specific visual arts development,

* Resources exist within other organizations that may currently have only a peripheral
role in artists development e.g. one the regional Architecture Centres may be
position to play role in professional development and advocacy around artists” work
in the public realm in relation to the quality urban design and place-making
agendas.

Audience Development

* There is expertise and good practice within the larger and better-resourced
organisations in the region, and there is a wilingness to share, what isn't available is
the time or personnel to initiate, coordinate or inspire joint working.

* Key to sustainability is ongoing focus on developing the skills and the resources for
audience development within a wider range of organisations in the region.

* Resources exist in the broader region within non-RFOs such as arts and health
projects, art in public spaces activity and support agencies, such as Audiences
South West, which could be developed to have a bigger strategic impact.

* A well-resourced and supported contemporary art community would support the
development of audiences for contemporary art organisations.
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* Market information (such as Arts Audience: Insight) would be useful as long as they
are promoted with failored support to make them easy to use by non-specialists.

Advocacy

* A key advocacy resource is confidence of the sector in the quality of work being
delivered in the region. This is in turn dependent on identifying and nurturing quality
work and building trust between individuals and organisations in the sector.

* As with the area of professional development, what are currently lacking are the
fime and personnel resources to develop and maintain an overview 1o identify and
facilitate partnerships and resources to support opportunities for joint marketing.

6.3 LEADERSHIP: Who

Professional Development, Audience Development and Advocacy

At this stage the issues around leadership can be seen as broadly similar across all
three of the main headings of Professional Development, Audience Development
and Advocacy.

* The view was expressed by a number of respondents that leadership could and
should come from the sector itself. However this would need support and
facilitation. As one interviewee put it, “You can’t expect the sector to deliver this all -
not all the right skills exist, and also it would take them away from doing what they
should be doing, running their own organisations or making their own work.”

* Development of leadership within the sector in all three areas is likely to require
expertise and skills from outside the region initially.

* |n order to identify leadership potential within the sector, some kind of skills audit
would be necessary. The interviews identified some specialist knowledge and
expertise among individuals e.g. Julie Penfold, Helen Sloan, (digital media), Sara St
George (strategic management), Lindsay Brookes (audience development) Jem
Main (gallery education), Hannah Sofaer (art and environment, sustainability and
regeneration).

* Leadership development could also be facilitated through specialist resourcing of
existing regional agencies to work more closely with the visual arts sector.

The interviewees committed at least an hour of their time to the conversations and
demonstrated a great deal of enthusiasm in engaging with the issues. The
indication is that there is a significant degree of commitment, energy and credativity
within the sector that could be directed towards building a stronger, more diverse,
higher profile and more successful visual arts sector for the region. The challenge will
be to work with the sector to identify appropriate structures and resources 1o unlock
this potential without adding to the pressure on organisations many of which are
already overstretched.

Back to contents

84



Visual Arts Development Scoping
Online Survey: Headline Results

The survey was retured by 136 individuals across the region.

Profession

Nearly half (46%) describe themselves as artists. This figure was highest in Devon and
Comwall. Around a third wear at least two hats. 10% were curators and 10% were
leaders of visual arts organisations. 14 % work for an agency or other support
organisation and 18% work for a cross art form organisation that includes the visual
arts.

Local Authority Area

There was a good spread, but with highest response from Cormwall. Other areas of
high response were Bristol, Devon and Dorset. Responses were low from South
Gloucestershire, Swindon, Wiltshire and Torbbay. Interestingly, many people describe
themselves as working in more than one area.

Do you or your organisation have clearly stated aims?

Three quarters (76%) felt that they do have clearly stated aims. Given the number of
individual artists responding, this is a reasonable figure.

Do you or your organisation have ambitions for growth?

90% do have ambitions for growth.

How satisfied are you with audience levels

This question divided the respondents with very few (10%) very satisfied and 43%
fairly safisfied. However 38% were fairly dissatisfied and 7% were dissatisfied.
Dissatisfaction was considerably lower in the West of England than elsewhere.

Who is responsible for audiences in your work?

About half felt that audience development was the responsibility of all staff and a
similar number felt that they were responsible. 11% had a specialist member of staff
for audience development (not all of which were full time responsible for audience
development).
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Are you clear about who your main audiences are?

78% were clear and 20% were not.

Is audience development a key strategic aim for you?

79% agreed that audience development was a key strategic aim and 19% did not
agree.

Do you have systems in place for collecting audience information?

60% did have systems in place. This figure was lower in Devon and Cornwall (55%
compared to 69% in the West of England and 66% in the South) perhaps due to the
higher percentages of independent artists completing the form there.

“We regularly use audience and demographic data to inform our marketing”

Only 24% agreed with this statement. The figures varied considerably, with West of
England responses at 36% in agreement and Devon and Cornwall at 17% in
agreement.

“We regularly use audience and demographic data to inform our business
planning”

Nearly half (45%) agreed with this statement. Again the figures were much higher in
West of England (56%) and South (49%) than Devon and Cornwall (38%).

“I know where to go for training and support to help us develop audiences”

46% agreed with this statement. Here Devon and Cornwall respondents were most
aware of training and support (48%) as compared to West of England (38%) and
South (44%).

Have you had training in audience development in the last two years?

31% said yes to this question. There was some sub-regional variation with the highest
figure in the South (41%) and the lowest in the West of England (29%).

What was the value of the training?

Of those that had experienced training in the last two years, around half (49%)
found it fairly valuable and 16% found it very valuable. Only 4% found it not
valuable.

Have you had any peer-to-peer training?

69% had not received peer-to-peer training.
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What was the value of the peer-to-peer training?

Of those that had received peer-to-peer training nearly half found it very valuable
(48%) and most others (38%) found it fairly valuable. Only 5% found it not valuable.

Confidence of skills and knowledge of self

Confidence was high overall. Over half (54%) were fairly confident and 21% were
very confident. Only 2% were not confident. Overall, there were slightly lower levels
of confidence in the West of England than the rest of the region.

Confidence in skills and knowledge of staff teams

Again, confidence was high overall. With 25% confident, 34% fairly confident and
14% very confident. Only 1% were not confident. There were few sub-regional
variations.

“I know where to go for audience development training”

Just over half (52%) agreed with this statement.

“I know where to go for other training”

People were more confident here with 73% agreeing with the statement.

“The training available in the area is a pretty good match to my needs”

Around a third disagreed with this statement (63%). The area least likely 1o agree was
the South (73% disagreed).

For those that disagreed — why?

Many gave more than one answer to this question. Overall, expense was cited as a
key reason (32%). Respondents also felt that that time and travel considerations
were key; they had to fravel beyond the South West for what they needed (27%), the
time commitment was too great (23%) and that it was too far to travel (24%). Time
and travel considerations seemed more important to those in the South sub-region
than either other sub-region. Some felt that subjects offered were too broad but an
equal number thought that they were too narrow. Some (18%) thought that the skills
level was 100 low.

“l feel part of a community or group in my local area”

Overall, 71% agreed with this statement, although far more agreed from West of
England (80%) and South (78%) than Devon and Cornwall (66%).
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“I feel the visual arts in my area has a strong collective voice”

Only 31% agreed with this statement. Respondents in the South were far less likely to
agree (22%) than in either West of England (33%) or Devon and Comwall (36%).

“The Visual Arts could work together more effectively”

91% agreed with this statement.

“There are some real leaders in my local area”

Around half, 56%, agreed with this statement, slightly higher in West of England than
elsewhere.

“I am enthused by the level of public interest in the visual arts in the South West”

53% agreed with this statement. Results were much higher for Devon and Cormwall
(64%) and significantly lower for West of England (40%).

Respondents were asked to write a post-it note on the topic “I think the visual arts
sector in the South West thrives when....”. Here are some of the answers:

"...we have set ups like hidden arts, workshops and meetings where we get together
and inspire one another.”

*...it reaches people of all ages and backgrounds and gives opportunities for local
people to get inspired on many levels.”

"..[we have] support that understands the need for time to develop and make
mistakes and that encourages both practitioners and audiences to come out of
their shells.”

*...it works collaboratively and has access to input from outside the region.”

*...There is a good sense of community and there is a broad range of possibilities for
people to get involved in.”

*...there is a cohesive network of information available 1o all practitioners.”
"...we work to our strength and present a collective voice.”

*...There is stronger partnership working, especially in rural areas. [We] should value
and highlight the diversity of visual arts created by local artists and communities”

*...it covers all social groups within the community and info is accessible at one
central point.”

"...we work fogether.”

Back to contents
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Visual Arts Development
Recommendations for the way forward

Work should be sensitive to the following:

Work has to take place within an understanding of the complexities of the
sector.

The sector is difficult to define. The Arts Council definition, focussing on genre, works
up to a point. However, in a region where most venues exhibit a wide range of work;
at a place where discussions around excellence are complex; in an art form where
boundaries between amateur and professional are indistinct and at a time when
cross art form and genre work is becoming more and more commonplace, it is
difficult to always agree definitions. Any project resulting from this report must be
sensitive 1o this.

Work to focus on organisations that are creating work that is both high quality
and socially engaged.

An issue for the Arts Council England South West has been that all too often
organisations are either producing work that is socially engaged or they are
producing work that is high quality. This report recommends that activity which
comes out of this report focuses on enabling organisations to create and present
work which is both high quality and socially engaged.

Preferably developments should not create further levels of bureaucracy.
The sector called for developments o be sector led, responding fo needs, action

focused, enabling and backed with resources, but not creating additional ‘gate-
keepers’ or layers of management.
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1. Professional Development

What needs 1o be done

Enable excellent individuals in the South West.

Any piece of work should concentrate on enabling individuals with good potential o
become excellent individuals who can improve the level of practice and
disseminate good practice themselves.

In addition, many organisations are looking for a programme of work that helps
them to support artists; by developing and promoting their practice.

Work should support audience development / marketing and educational staff;
curators; organisation directors and artists.

Improve networking and peer-to-peer learning.

Knowledge and resources need to be shared / peer-to-peer / collaborative and
personal isolation needs 1o be reduced. This needs to be achieved with an
understanding of the capacity issues that most organisations suffer from; providing
funds to backfill could be one answer to this.

Recommendations for achieving this include:

= |mproved information provision about visual arts developments and
opportunities across the region

=  Improved information about and mapping of existing networks and strategic
organisations and what they can offer

= Audit of skills, skills gaps and career needs across the region

= Networking events; to share and discuss the big picture

=  Mentoring

= Action learing sets

= Support for existing networks and new networks built around communities of
interest as well as geography

= Dissemination of good models of partnership working

= Support organisations 1o better support artists by developing and promoting
their practice

= Help organisations sift the available information 1o make informed decisions
about fraining and development opportunities.

Support people to do it themselves.

Support DIY’ / grassroofts / artist-led programmes of work through seed funds, advice
and assistance in networking.
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Raise the level of critical debate.

= |mproved / new partnerships with universities (especially in areas not
fraditionally served by universities)

» Regionally based artists and curators encouraged to write for visual arts
specialist media

= (GO and see / go and debate opportunities for curators and artists

= Investigate improved ways to evaluate quality and excellence in artists
practice

= Enable a better understanding of the role of audience development in
curatorial practice.

Improve training and access to training.

= Instigate specialist / bespoke training where required (e.g. artists creative
development, curatorial practice, digital potential, arts and health, art and
the built environment)

=  Improve better access 1o training through better communication of the
benefits and through bursaries which insist on dissemination of learning
across a peer network

=  Improve leadership fraining opportunities.

Resources alreaqdy available: Professional Development

There is expertise in the visual arfs sector and willingness to share; what is not
available is the time or personnel to develop and maintain an overview that can
identify and nurfure leadership.

= Key to sustainability is motivation, facilitation, and a legacy of skills
development built on long- tferm relationships.

= Resources exist in the broader region within agencies such as Arts Council
South West, Audiences South West, Arts Matrix, NSEAD, Local Authorities and
HE, which could be explored 1o support more specific visual arts
development.

= Resources exist within other organisations that may currently have only a
peripheral role in artists” development (e.g. Alias, the RFOs and the regional
Architecture Centres (who could play a role in professional development and
advocacy around artists’ work in the public realm in relation 1o the quality
urban design and place-making agendas).
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2. Audience Development & Commissioning

What needs 1o be done

Develop the skills and the resources for audience development within a wide
range of organisations in the region.

» Encourage collaborative working

= Encourage learmning from peers (see above in Professional Development)

» |nitiate fraining in collection and use of data in marketing planning

= Work with chief executives, trustees and curators 1o make audience
development truly integral to organisations’ management and delivery
processes.

Improve networking between audience development staff.

= Share specidilist skills between organisations
= Enable and encourage peer support (see above in Professional
Development).

Support organisations to collect data and to use it.

= Instigate projects around audience data, helping organisations collect data
efficiently, utilising Arts Audiences: Insight to betfter understand audiences
and supporting organisations to use the findings

= Roll out of the Dazzled by Data training programme across the South West

= Support organisation to use tools to better understand their local catchment
(e.9. ACE Area Profile reports)

= Initiate a programme that develops a clear picture of the diversity of the
audience in the region.

Encourage organisations to take a long term community engagement
approach to audience development instead of a one-off-project approach.

* Enable a better understanding of community engagement techniques

+ Create and enable shared community engagement programmes of work

* Support organisations to improve their communications fechniques, using
tools that are accessible for a wide range of audiences.

Initiate and support shared audience development initiatives
= Initiate/support and encourage shared campaigns that encourage risk-
taking from audiences.
= Initiate/ support and encourage large-scale initiatives that encourage local
audiences and cultural fourists to value and experience the visual arts.
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Ensure access to high quality evaluation expertise that can articulate the
qualitative as well as the quantitative audience outcomes.

Resources already available: Audience Development

There is expertise and good practice within the larger and better-resourced
organisations in the region, and there is a wilingness to share, what is not available is
the time or personnel to initiate, coordinate or inspire joint working.

= Resources exist in the broader region within non-RFOs such as arts and health
projects, art in public spaces activity and support agencies, such as
Audiences South West, which could lbe developed to have a bigger
strategic impact.

=  Market information (such as Arts Audiences: Insight) would be useful as long

as they are promoted with tailored support to make them easy 1o use by
non-specialists.
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3. Advocacy

What needs 1o be done

Enable a strong profile for the region.

= |dentify Visual Arts Champions

= Gather evidence regarding the social and economic impact of the visual
arts to the region in order to ‘tell the story’ to key stakeholders and audiences

= Showcase and celebrate the South West's talent regionally and
internationally

= Create a strategy to tackle the issue of lack of PR for the region

= Work closely with the fourism industry 1o encourage profile for the visual arts

= Joint working and better dissemination within the region in order to improve
the focus and quality of information flow

= Joint advocacy on specific existing or new initiatives

= Enable curators and artists 1o write for the specialist media

= Consider a regional brand

= Work with specific artists based in the region to build their profile.

Enable shared communications channels
= Encourage and enable aggregated communications
= Encourage and enable campaigns that support local pride in specific
arecs.
Find ways to retain talent in the region.
= Work with mid career artists 1o make their careers sustainable

= Support artists to access increased workspace and gallery space (potentially
with the support of the Town centre Fund).

Find more opportunities for critical debate.
= See Professional Development above.

Ensure and disseminate robust evaluations that focus on the impact of the visual
arts on audiences and communities.

Add value to existing networks (and create some new networks) to jointly
develop the sector.

Resources already available: Advocacy

The visual arts sector’s confidence in the quality of the work being delivered in the
region.
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4. Other areas not covered by this research but felt to be important by a
significant number of those interviewed

This report recommends that more time be given to discussing and / or researching
these three areas:

= Supporting new business models (this of course affects all 3 areas focussed
on in this report as well as others)

=  Making sure artists voices are heard by the institutions and funders

=  Developing creativity in the Education curriculum.

Back to contents
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