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CHAPTER 1 INTRODUCTION
1.1  Why this report?

Technology is changing faster than ever and impacts not only evhat we do but how we
think about what we do. This documentaddressesthe fact that institutions (public and
private), set up to carry out apublic purpose, now find that through the impact of
digitisation and theinternet tools, they are, in many cases, lagging behind. The readon
this is not always obviousz leadership, structures, resources, access to trainingand the
solution is not always to change leadership, to increase spending or to bring in expertise.
There is a gowing sense, confirmed through the researclearried out for this report, that
there needs to be a recalibration within organisations and institutions. Previous
assumptions about knowledge, power, trust and authorityvith in our cultural ecosystems
need to be rethought and the repository of these values may ntmnger be within the
traditional hierarchies. In order to deliver the public purpose efficiently and effectively,
things need to change.

This report looks at these assumptions and offers some idets reflection as well as some
recommendations for change. It suggests that a wide ranging approach is neegdgding
beyond the institutional and encompassingoolicy making on the national and EU level as
well. It sees new technologies as offering greatgbential for inclusion of hitherto
marginalised groups as well as greater access to current and potential audiences. It sees
new technologies, too, as being able to build strongenore sustainable communities and
that culture and cultural engagement carplay a major role in facilitating this. It also
acknowledges that different countries and institutions are at different points of
development, particularly as regards the digital infrastructure, but that the concepts
behind the recommendations, in generahold true.

1.2  Operational framework for the OMC group
EUROPEAN AGENDA FQRILTURE

According to the Article 167 of the Treaty on the Functioning of the European Union
(TFEU), individual EU Member States are responsible for their own cultural policieshile
the role of the European Commission is to help address common challenges.

The 2007 European Agenda for Culture opened a new chapter of cooperation in the

AOl OOOAT EEAT A AiT1¢c OEA %OOi PAAT S51TEIT80 -
topics of @mmon interest and mutual learning. Such exchanges take place through the

Open Method of Coordination (OMC), a voluntary cooperation among Member States,

sharing their practice and experiences.

The priorities for the OMC are set out by the Council, throtiga Multiannual Work Plan.
The 20152018 Work Plan for Culture, adopted by EU Culture Ministers in December
2014, set out four main priorities for European cooperation in cultural policymaking.
Within the framework of its Priority Area A: Accessible and inclusive culture, the OMC
group "Promoting access to culture via digital means: policies and strategies for audience
development" was convened to meet in years 2023016 and prepare a common report

Z this document.It was prepared by expertsnominated by EU Member States and Norway
(see below for further information), with the Directorate-General for Education and
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Culture (DG EAC) of the European Commission acting as the facilitafior the processut
without interfering in the content of ideas expressed and presented by the group
members.

MANDATE

The full mandate of theOMCgroup, set out in the Council Work Plan for Culture, was as
follows:

Digital technologies have changed the way people access, produce and use cultural
content. What is the impact of the digital shift on audience development policies and
what are the practices of cultural institutions? Experts will map existing policies and
programmes and identify good practice .

This OMC grougs linked to a series of other relatedOMCgroups convened for example

OEA coOi 6p 11T 0001 i 1TO0EITC AAOOAO AAddA2013- AT A x
2012tand alsoam OMCC O OP A&l ROrédkng eadindin ti@ digital environmento

which was convened in 2015 as a sufroup to work alongside the OMC group on access

to culture via digital meang. Despite the fact that hese groups had different membership

and chairs their work has also been rievant to the subject of audience developmenand

digital shift.

VOICES OF CULTUREBTRUCTURED DIALOGUE

The OMC group was keen to gathehe views of practitioners currently working in the

field and to integrate their thinking as far as practicableE1T O1T OEA x1 OEET C
discussion. The group was joined by "Voices of Culture” representatives, i.e. the renewed
structured dialogue between the European Commission and civil society. "Voices of
Culture" representatives took part in the third meeting othe OMC group

It was heartening for the OMC group to see how far they and the structured dialogue
participants agreed on a number of issues and also focused on very similar priorities.
These were specificalljanemphasis on the need for a systemic appach to change within
institutions, the importance of capacity building within organisations and the need to
reconfigure the structure of institutions. These themes emerged as the key issues in both
groups. The OMC group was very grateful for the timend effort put in by the structured
dialogue participants.

1.3 Scope of this report

Throughout this report, we have used the definition of audiencesas outlined by

previously mentioned GReport on Policies and Good Practice in the Public Arts @nttural

Institutions to Promote Better Access to and Wider Participation in Culttire  x OEOOAT AU
of the OMC working groups of EU Member States' experts in 2G12Here it describes the

1 The report prepared by the group can be found Hetp://ec.europa.eu/assets/eac/culture/policy/strategic
framework/documentemcreportaccesgo-culture _en.pdf

2The report prepared by the group can be access lttgue://bookshop.europa.eu/en/promotieadingin-the-
digital-environmempbNC0116151/

3 http://ec.europa.eu/assets/eac/culture/policy/strafemmework/documents/om@portaccesso-

culture_en.pdf
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classical division of audiences ito four groups: core audiences, occasional audiences,
potential audiences and non-users. Although all audiences are important, weare
particularly aware of the need to attract and maintain newaudiences.

The OMC group looked at a range of definitions féaudiencedevelopment and found that
there was a great deal of similaritybetween various definitions. However,the group
found the definition used by the Audience Agency in the UK to be particularly useful as it
encompasses an approach as welsaconcept:

O & planned, organisation -wide approach to extending the range and nature of
relationships with the public by focusing on their needs . It helps a cultural organisation
to achieve its social purpose, financial sustainability and creative ambitiths

> i :
Fig. 1: Audiences come in all shapes and sizes

Audience development in all definitons relies onacquiring an in-depth knowledge of and
relationship with , current and potential audiences. Some definitions distinguish between
audience engagement z the manner in which audiences relate to the event, by watching
participating, curating and commenting on - and audience development which
undertakes thorough research into the market as its starting point andfrom there looks
at the range anddiversity of potential audiences and creates ways to reach those
audiences either through marketing and promotion, through ancillary actiyty or through
targeted evidencebasedactivity .

4 https://www.theaudienceagency.org/insightétgtio-audiencedevelopmenplanning
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In either case it could be arguedthat audience development careasily be done with
pencil and paper Sowhat, then, is the specificmpact of digital technology? ¢ it a question
of scale rather thanafundamental concept? Or has the digital shift also had a fundamental
impact on themind-set of people?

One of the geatest impacts of the digital shift has been on datathe creation, retrieval,
interrogation and storage ofdata. It has changed the scale of data sets, the amount of data
available, the speed and depth of data collection (volume, variety and velocityj has also
allowed instant interrogation of data and ease of access and retrieval by multiple agencies
as well ascreating new issues of openness and security.

This, in turn has given individuals more immediate access to knowledge and information
about audience trends as well as shifts in behaviour and culture through social media
This knowledge is now distributed widely throughout organisations and the role of
curators & other expertsand their relationship with their public have changed.

With regards to the knowledge itself, this informs and transforms the creators and the

creative process Having A COAAOAO O1 AAOOOAT AET ¢ 1T &£ PAI
predisposition has given creatorghe impetus to discover innovative ways of working and

presenting work. The technology itself has also spawned new concepts and ways of
working, for example the theatres without walls, 247 virtual museums and galleries and

direct marketing of artists' work online to new audiences.

Fig. 2: Digitorial z A Digital Learning Experience to Prepare and Enhance the
Museum Visit, see page 50 (Annex C) for reference

The institutions considered in this report are both public and private institutions from

the cultural field, such as archivedjbraries, museums, galleries, art centrest al.as well

as institutions for live performance or contemporary artisticand audiovisualcreation. In

this report, they areall referredto AO ¢ AOT OOO0AT ET aieoMOGaup 1 O6 8
was mindful that culture matters as a key ingredient in a very wide range of fields such as

public health, environment protection, tourism, economic development, social cohesion,
mutual understanding, peace and respect between different social groups. The document

is relevant to those institutions concerned with the crossover between culture and these

other areas too.



CHAPTER 2THEIMPACT OF THE DIGITAL SHIFT ON AUDIENCE DEVELOMENT

The OMC grougdooked at the impact of the digital shift on cultural institutions through
the lenses of:

E People 7 as creators, curators and audiences

73 Products, production and services z the cultural resources

E Promotion and d istribution, payment and property - access options, channels,
business models

72 Processes- management of user d& and collection data

creators,
curators and
audiences

Cultural

institutions
management of e
user data and , \ Audience R
collection data [} development via / the cultural
. digital means J resources

~ access, channels, J
. business models/

Fig. 3: Components of the Digital Shift on Cultural Institutions

2.1 People



Technologies have changed user behaviour quickly and radically. A significant example of
this is the short timeframe within which handheld deviceshave become the dominant
interactive platform for a large majority of the population. Virtual Reality, Augmeted
Reality, Internet of Things orRobotics are fast becoming ubiquitous. It is not possible to
predict the next changebut it is possibleto anticipate and prepare for the unexpected.

It could be claimed that thewidespread useof social media and other interactive tools
and platforms is related to the fundamental nature of human beings as communicative
species. With these toolgpeople areoffered new opportunities to participate, create and
re-create.

With the new internet-based, interactive environment people now have access t@ new
communication landscape. Horizontal networks, based on common areas of intergise
together individuals as well as institutions.

For this report, close to a hundred case studiessieeen selected. They represent bath
establishedgood practice and innovative appoaches to audience developmewill of the
case studies with furthereferences can be found in the Annex C of this report.

As can be seen from the tag clo(fdyure 4) that summarisesthe selectectase studies, online
portals with digital collections from institutions have been the dominant approach. In recent
years, there has beensharprisein the use of social media, apps and games to increase|and
encourage participation. Theeffects of the usef these new medi@n digital culture are
being researched in projects like CHE38v(v.chessexperience.pand meSchyww.mesch
project.ey z see Annex C for reference.



http://www.chessexperience.eu/
http://www.mesch-project.eu/
http://www.mesch-project.eu/

digitisation ‘f oo

partlmpsaggn p '

digital’ -

cultural uide

education==
open archrlvmg

Fig. 4: Tagcloud characterising the case studies collected for this report

People can access information on cultural products and institutions through a variety of
means and the institutions no longer haveomplete control over the messagedhat are
sentout abouttheir organisation and their products and collections. In addition, vertical
processes emerge where citizens caeadily put themselves in contact with policymakers
and experts. This affects the precondibns for audience development.

As people have access to more informatiothey show a greater desire to exercise more
control over various parts of their lives The evidence for this has been seeim recent
political shifts as well as cultural and societl changesWe now see:

1 People as creators/ curators z from passive to active
1 People as new audiences z where and how to find themand engage with them
1 People as critics and commentators z the feedback loop

PEOPLE AS CREATORSIRATORS

People are ndonger just passive recipients of the institutional offer. The potential user
can change from passive to active through participatory processes. We see the emergence
of co-creation in film, theatre and literature ; or crowd-curating of artefacts for museums
and heritage projects Fan fiction and gamification hae been particularly effective in
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programmes of art and science to engage people actively in the processes on the one hand

andin the collection of data on the other.

In the Mobile Albums projectameraphone photographs taken by asylum seekers and the stories
behind the pictures were permanently deposited in the collection of The Finnish Museum of
Photography. The primary goal of the project was to document how digital photography is used as

a tod of communication, remembrance and social interaction. For many asylum seekers

their

phones, in which precious memories were saved, were the only material possessions they could take

with them from their former homeland.

http://valokuvataiteenmuseo.blogspot.be/
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Fig. 5: The website of the Irish Community Archive Network

The Irish Community Archive Networkinitiated by the National Museum of Ireland, involve
communities of volunteers collaboratively collecting, preserving and recording historical mate
including photographs, documents, material objects and oral histories, and curating this |
histoyd T OAT O ET OAT i1 61 EOU AOAEEOAE xAAOEOA
these websites with their own content thereby creating connections between these commu
in Ireland and abroad.

www.ouririshheritage.org
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PEOPLE AS AUDIENCES

People have more and different ways of connecting with their culture/cultural offer and
cultural institutions. How and where organisations find their audiences is changing.
Traditional marketing from institution to audience is no longer the most prevalen or
effective method.Audiences are dispersed throughout the internetOrganisations use a
multiplicity of platforms and channels and this has an impact on how organisations and
institutions communicate and, crucially, how theyallocatetheir resources.

Digital platforms can offer new ways for cultural institutions to connect with people and
to reach out to more diverse audiences. The digital shift has expanded the opportunity for
cultural institutions to create a more accessible and inclusive culture byffering a
multitude of new ways to engage with peopleDigital technologies allow a fundamental
disentangling of what used to be understood as mainstream and hatd-reach groups.
The digital development has resulted in tools with the capacity to overcomg&hat used to
be considered barriers of physical, mental or social nature.

67% of EU citizens use the internet dailyto access information and services. An
important milestone in making Europe more inclusive for all ighe Directive on making
the websites and mobile apps of public sector bodies more accessilii916)6.

Accessible digital cultural services result in a better user experience for alhcluding
users with disabilities. Groups of people now identify throigh communities of specific
interests. They can consist of ethnic or linguistieninorities as well as of people who are
economically or geographically disadvantagedThey can include young people (e.g.
students), older people (arapidly increasing audience, progressively more and more
active), people with mobility issuespeople excluded from society or put under pressure,
people from an immigration background, peoplewho are unemployed, etc.Thanks to the
use ofdigital technology, some of those groups that are digitally literate can beeached
more easily. At the same time, he new groups that are hard-to-reach and at risk of
exclusionare more likely to be those who are not digitally literate or who havdimited
access to the internet.

There is a growing attention in European countriés the opportunities presented by digital
technology to assist people with physical disabilities to engage with culture and cultural
heritage. For this report, Austria, Italy, Norway, Romaniaand Spainhave provided cas
studies (see AnexC) related to projects that helped tlose with visual impairmentto read
books, touch 3Beproductions of artor to move freelywithin museums.

5 European Commission Staff Working Document: Europe's Digital Progress Report 2016,
https://ec.europa.eu/traparency/reqgdoc/rep/10102/2016/EN/10-X0A6187-EN-F1-2-ANNEX-2.PDF
6 http://eurlex.europa.eu/legal
content/EN/TXT/?uri=uriserv:0J.L_.2016.327.01.0001.01.ENG&toc=0J:L:2016:327:TOC
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programmed an interactive scavenger hunt through imperial Vienna from the Albertina gnd

the Kunsthistorische®useum, Spanish Riding School, Imperial Treasury and the Hofburg.
While solving probéms using a mobile app, their attention is drawn to the history and art
in their surroundings.

As part of an urban artproject 4 ACES Ars Electronica Solutions in Linz (Austrig)

https://www.aec.at/press/en/2014/12/11/4 -asseeine-moderneschnitzeljagdin-der-
wiener-hofbura/

Although the digital shift appears to be liberating and democratidn scope there are
hidden dangers associated with the widespread use of technologyhe development of
the semantic webtogether with big data, which allows organisations topredict the
interests of a particular person and target marketing towards them, also createsfilter
bubble. This means thatinformation is pre-filtered by algorithms that, rather than
broadening the potential outreach, limit it to a narrow group of interest defined through
prior use. Thisis a threat in many ways and a challenge for institutions trying to develop
audiences when, for example, a searahia an online search engine givedifferent results
according to the personal history ofa given internet user. The issue of datdincl. the
protection of personal data)is exploredfurther in part 2.47.

PEOPLE AS CRITICS BLOMMENTATORS
4EA ET & OAT AA 1 £ DPAI blidgodingi a® piatfdenisicabry iAstakk AT [ 1 /
and lasting feedback from audiences. This can offer useful public opinion on work and

services to drive up standards and allow for more targeted and bespoke producté can
also distort and create unrepresentative \@ws.

IMPACT ON INSTITUTIQS, THEIR INTERNAL ANDXTERNAL RELATIONSH®

" Protection of individuals' rights in the context of big data is a concern for the EU (as described further in part
2.4), but also for internathal organizations with stated aims of upholding human rights, democracy and rule of
law. In 2017, Council of Europe publish&suidelines on the protection of individuals with regard to the
processing of personal data in a world of big dététps://rm.coe.int/16806ebe)rad Draft Recommendation of

the Committee of Ministers to member states on the Challenges of Big Data for Culture, Literacy and Democracy
is also under developmeat the time of drafting of teireport(https://rm.coe.int/168070e9be
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In addition to changes and growthn content, there are also challenges to therthodoxy

of knowledge within institutions. Technologies ad the growth of new media mean that
information and knowledge permeate organisations at all level®f organisation and
management.There can be substantial variations in digital knowledge and skill across the
institution creating an imbalance and challenge to traditional hierarchiesThe cuture
within organisations needs to changeo reflect this and institutions as a whole need to
shift from being knowledge gatekeepers to being participative agents. The working model
needs to be open and porous and keep the flow of information as swift andencumbered
as possible.

Figure 7: Onassis Cultural Centre Athens z see page 52 (Annex C) for reference

Managing digital tools, systems and workflows in constant flux requires different skill sets
and attitudes. New systems ar@eeded to deal with metadata, big data, open data and the
management of data all along the digital life cycleThis means that the new systemseed

to be integrated into institutions and their work (for details, seesub-chapter 2.4). This
data not only provides evidence of recent practice, it alsdelivers instant and real time
feedback. This feedback loop needs to become integrated into the modus operandi
throughout organisations and institutions and not remain the sole domain of the
marketing or development departments. All people involved in the institutions need to be
able to capture the effects and trends of digitisation and to create a twway information
flow. This validates the Audience AgencyUK definition (quoted earlier) of audience
developmentx EAT E O aglehded Grgahis@iowide approachO In other words, it

is an approach as well as a procedure.

Successfutultural institutions now integrate digitisation and digital communication into
their strategies and workflows in every part d the organisation. This creates the
conditions for greaterinformation sharing, forging bridgeswithin and across institutions,
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and at a cross-sectoral level (e.gwith tourism, research or social servicey as well as
fostering cross-border and transnational cooperation.

The Network Digital Heritage in The Netherlands is a cragsmain and collaborative effort
of cultural and academic heritage institutions to jointly create digital services that put the
users' needs as the puiof departure. By adressing three common factors (visibility
usability and long term availability of digital heritage) the professionals working in the
institutions learn to apply both the user's perspective and the crdsgnain needs in their
digital activities.

4
(¢}

http://www.den.nl/english

The fundamental shifts mentioned above with the parallel need for changes in resource
allocation mean that therequirement for institutional capacity building is the single most
important result of our research

Google Arts & Culture

2

&

>

Fig. 8: National Museum of the Romanian Peasant presented through Google Arts &
Culture website

Oneway to acquire more resources ie participate in public-private partnerships such as
the moperation of some major Romanian museums withGoogle Over 800 exhibitsz
paintings, drawings, folk art items, religiouartefacts, photographs and documents are
availableon the platform of the Google Cultural Institutlso, three buildings belonging to
the Brukenthal National Museum can be visited virtually using Street View technology.

https://www.google.com/culturalinstitute/beta/partner/national _-museumof-the-
romanian-peasant

2.2 Products, production and services

In the early days of digitisation, the cultural products themselves were hardly changed
Theywere enhanced with wraparound explanations or enhancementbut essentially the
product remained the same. Tie main shift was in accessibility the ability to distribute
the goods more widelythrough digital means.
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b - e
Fig. 9: CESNET Associationand device for receiving video signals transmitted over
a packet computer network, see page 50 (Annex C) for reference

Soon afterwards,it was no longer just booksmusic and audiovisual contentthat were
distributed by digital means butalsoGntangibledgoodsz such adive performancesbeing
recorded and streamed. One of the most popular exampleame from the opera, ballet
and theatre world and, more recently visual art exhibitionswhere live streaming of
events creates a new experiencehalfway between the live show and a recordingThese
methods are primarily designed to attract an audience thats already interested in the
particular offerings, but due to geographical and or financial restriction, are unable to
participate. Live-streaming mears that many more people have access to thee cultural
events, which is particularly pertinent to the audiencesliving in remote rural locations.
More recently,the works areavailable on a multiplicity of channels, streams and social
media as well as different platforms and devices.

COLLECTIONS CONTRIBUTORS COMING SOON

Mussorgsky -
SOROCHINTSY
FAIR

It's il hustie and bustle at the Sorcchintsy Falr.
The operMic and Comic rarty By Mussorgsky &
for the first time In seventy years back at the
Komische Oper and in Barlin - directad by Barrie
Kosky and conducted by Menrik Nands. Erjoy
the premiare live on THE OPERA PLATFORM.

A fineexampleof European ceoperationto promote culture via digital means is The Opera
Platform, an online portal that contains recordings g@erformances irfifteen opera houses
and other contributors. TV-ChannelArte is also one of the partners in this project

\°4}
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http://www.theoperaplatform.eu/en

New technologies havealso produced opportunities to create different kinds of works
that reach new, hardto-reach or nontraditional audiences.

An interesting example ofseeking new opportunitiess the work of the National Theatre of
Wales. This organisation, started in 20launched online and has no building or venue. The
work is carried out in nontraditional venues around the countrybut a lot of cultural
content is also offered onlinas well as productions using technology and real time events.
An example of thiss the theatre piece Bordergamehere the audience use mobile phones
to navigate a real and fictional story.

WWW.Ntw.org.uk

Other changes to product and services lie in strategies that intensify the connection with
an existing audience, e.g. online newspapers with more-ohepth stories, interpretation of
collections online with in-depth background information, or the creation of three-
dimensional imaging of two-dimensional artwork providing a tactile relationship to
audienceswith visual impairment.

Products have also been changed through the active engagement of thalience in co
creation or by triggering activities, e.g. cereation for theatres, gamification, fan fiction,
crowdsourcing of heritage materiaf. Gamification, in particular, has made its way into
areas where the arts struggle to reach younger people arm more difficult cross-sectoral
work ssuch as the arts and science where engagement with the public l@sviously been
considered asproblematic due to perceived complexity of topics

8*Crowdsourcing (user involvement in product /content development) is used for many activities, e.g. the
creation of ideas and content, product development, marketing. EA 2 EACAS 0 AAZET EOEI |
AOl OO60AT EAOEOACA EO O! OEEI ¢ OEA DBOAI EA O EAI

b
OAOAAOAE ET OAOAOGO OAI AGAA O1 AOI O60AT EAOEOAGCA A

17


http://www.theoperaplatform.eu/en
http://www.ntw.org.uk/

91% volume N\
Vocals
82% right

\

()

LB
A -

tét

Fig. 11: Oiid z én application developed in Norway.for creative music editing

Oiid is a music application, developediorway, whichallows you to download music,
split it up in separate tracks and remix it. It is used by various professional musicians, i
classical music as well as in pop and jazz.

http://www.oiid.com/

-

Fig. 12: Schoolgirls working on a creative project for Weimarpedia
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Weimarpedia is an interdisciplinary education project that allows student to not only learn
about Weimar's history, but to als¢o upload andshare films, articles and photo storigs
resulting from their research.

www.weimarpedia.de

2.3 Promotion and distribution, payment and property

More than half of European citizensiow order goods and services online. Promotion and
distribution of cultural content, products and activities online isalsogrowing. On the one
hand, institutions that lack a digital presence risk losing their market share because
decisions on leisure time activities are more and more based on information easily
available on theinter net. On the other handuser-centred, participatory digital promotion
and distribution of cultural content and production can be used by cultural institutions to
reachnew audiences, to deepen the relationship with present audiences and to contribute
to the well-being and cohesionof communities more efficiently than ever before.

' ,L HOUSTON !

N WE HAVE A . IJ\

YUGOSLAV SPACE PROGRAM: { 2 \

MYTH OR REALITY?

Fig. 13: Poster of the Slovenian film "Houston, We Have a Problem!"

The international ceproduction mockumentary"Houston, We Have a Probléim(Slovene:

Houston, imamo problembythe SlovenianEE | | | AEAO WE CA 2®Bl&Tobkda| DOAIT E
Film Festival, leaves it to the audience to decide what is fact and what is fiction.|The

filmmakers usedrouTubeduring pre-production to catch the interest of viewers (and HBQ).

http://www.houstonfilm. net/

With the growing importance of search engines, mobile applicationsligital distribution
platforms and channels, the role of cultural institutions in the value chain has changed,
and continues to do so. Cultural institutions are still trusted sourcesf digital information
and provide valuable digital products and services, but they are seldosole owners of
the whole information life-cycle from production to consumption, use and possible rase
or the soleowners of the stream from the institution to the user.Users ceproduce, tailor
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and re-use the content to better serve their needs for selxpression, community
building, learning and fur?.

14

The Scandinavian countriesre implementing extended collectig licensing to enable
national libraries and other institutions to digitise large portions of their collections and
provide them free online for users within the country. Extended collective licensirasis
currently being investigated by other countrie® see how it can contribute to adjusting
copyright law in the digital age.

In cases of mass digitisation, it has shown to be an effective way to make material under
copyright accessible. One of the latest examples is the negotiated agreement, concerning
images, between Digisam and the VisuatsACopyright Society in Swedé&h

Other competitors have emergedin the form of large, crowd-driven platforms which
provide extensive content(e.g.YouTube Pinterest or Instagram to give a few examples
from the moment of writing this report), with plenty of material that is not accredited,
credited or paid for. These platforms do not have responsibility over the content.
Institutions have a different role andshould alsoprovide safe, trusted and immediate
access with additional quality and information value, responding to the needs of the
consumers. Again, time and resources will be needed to meet this challenge and to
promote the relative value of the service to theublic.

NEWBUSINESS MODELS THREGH THEDIGITAL SHIFT

Digitisation has changed not only theneansof production and the complementary goods
and servicesbut hasalsoaltered their financing. Previously business models were based
on exclusion and scarcity and predominantlyunits were sold for a particular price
reflecting this. By detaching content from the carrier, many creative goods such as film
recorded music and music scores, literature, photographs, etare now neither scarce nor
can exclusion be made possibleand they can be accessednimediately. Hence new
business modelshave emerged.

Cultural institutions now build new business modelsn the complex digital market and

at the same time make their offerings accessible for albr for wider audiences. With the
Public Sector Information Directive, Member States of the European Union are
encouraged to make materials (written texts, databasesudio and visualfiles, film and
audiovisual content) held by the public sector bodies (inakding libr aries, museums and
archives) available for reusell. However, thisDirective does not apply to documents for
which third parties hold intellectual property rights.

9 On the role of cultural institutions in the context of digital culture and the need for their modernisation , se
also theCouncil of Europe Recommendation on the Internet of citizépg/www.coe.int/en/web/culturand
heritage/recommendatieon-the-internetof-citizers

10 For reference, sdgtp://www.digisam.se/wp
content/uploads/2016/04/Recommendation%20for%20theSwedishCulturalHeritage%20Authorities_Instiutions_
ExtendedCollectiveLicences.p(English),http://www.digisam.se/juridiskéragor (Swedish),
http://www.digisam.se/leveranser/avtalsma{@wedish)

11 https://ec.europa.eu/digitalngle market/en/europealegislationreusepublic-sectorinformation
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Participatory methods in the promotion and distribution of cultural products and
productions are also becoming more commomand allied to this is the growth of
crowdfunding as a methodto pre-finance production. This offers opportunities for
cultural institutions to build new kinds of partnerships with communities and individual
users.

crding
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Crowdfunding Platforms News & Events  Resources Examples About

eclituone e What actions should
public authorities

Awareness Raising ©

Matchfunding Financing Communities
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Figure 14: Crowdfunding4culture website with information on platforms, events
and resources

Qrowdfunding4culture.euis an EUfinanced project aiming to become a European wide
information hub for anyone who wants to learn more about using crowdfunding in the

cultural and creative sectors, the different models and platforms, lessons to learn from
(un)successful projects &ps and tricks on crowdfunding campaignThe website alsg
presents an interactive map of crowdfunding platforms across Europe that already support
cultural sectors and operators

https://www.crowdfund ing4culture.eu/

Collaborations across institutions, driven by easier online sharing, have developed
opportunities for significant cost reduction. Examples include consortia of venues
streaming talks and panel discussions across their networks rather than touring people
and events. Increasingly economiesf scaleare being found throughsharing of resources
and spaces leading to lower originatingosts.

The need for new business models stemmed largely from the revolution in digital access
in the music industry. Due to the rapid changes in technology in the late 199@spyright
legislation was lagging behind and distribution companies, in partidar, faced illegitimate
competition that proved to be very flexible and quick in serving large audiences. However
after a number of yearsthe industry came up with new models and adaptions of old
models to provide content online in an efficient and effetive mannerthat also generated
revenue.

Two-sided markets- that were widely used in broadcasting from very early on focus not

only on one group of customersAOO 11 Oxi 8 /T A xEAOA OEAU OAE
ITA OEAU AAT OA E.gfor &zehising pupbsis! |OtEelshmie wayanother

model became popularwith the omnipresence of smartphones and apps. This model
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provides information or services (sometimes for free) and gathers information that helps
to carry out customer profiing and identifying target groups. All the freemobile
applications available viatheir respective distribution platforms finance themselves by
aggregating da@a on their customers, systematisingthe data and feeding them into
algorithms that serve the purpose of improving target groups. Somsompanies combine
all elements,e.g.by sellinga phone for agivenprice (price per unit model), while including
preinstalled apps that cannot be erasedwhich in turn collectdata. Such companies also
act as gatekeepers foother enterprises that create applications for mobile devicesthat
need to be compatible withthe most common operating system$iOS or Android).

Another model that is often used irthe software industry is the sacalled white licenses
where a minimal product is free of charggbut the adaptation to personal needs requires
assistance or tools that the companies charge for. This ranges from statisiaveb tools
(e.g. Surveymonkey or Wordpressand mobile apps that come with advertisement and
reduced usability, to software which offers a limited free version and a monthly
subscription model for full access(e.g. Spotify) In much the same waysubscription
models have changedo O & OAAT EOI 6 OEOAO OEAO CEOA |
payment of a subscription, people can access more-ttepth information, have easier
access to bookingr other services.This model is, of course not new and has been used
for a long time by privileged members or subscribers, but digitisation eased the way to
communicate and distribute the additional content.

NEW ACCESSIBILITAND CUST®-MADE OFFER

m\

The principal change is that the product sold is access to large libraries of content, such

as Spotify, Play Music and many other services for music, and Amazon, Netflix, Hulu and

others for film, just to mention a few existing ones at the moment of writig this report.

The customer gets temporary access to the libraries, but not a product he or she physically

owns, which was previously the case for books, records, VHS or DVDs.

All these models feed into the learning of the semantic web and are also ugectustomer
profiling. Although the potential of this has been exploited in full by online commercial
providers, cultural institutions are limited in exploiting this technology. However, due to
an already increasing market, it is to be expected that theskevelopments will also have
a great impact on the cultural sector in the near future. This does not mean that cultural
institutions should or will act in the same manner as private internet merchants, but they
can employ the possibilities to learn more abuot their existing audience and tailor some
information or complementary offerings to them or ease the accessibility.

The emphasis on virality is of particular interest in relation to theconcept of spreadable
medial2 and alsowhen it comes toshapingthe profile of the audience and the potential to

create new income streams. It is, also, changing the way performance is measured. Now,

dkesh 6 OOE A OA O6 hon dotiahnet@dBisdrd ainewk@rénay that is valuable to
institutions and organisaions and these are, nowdays,the new performance indicators.

12 Spreadability is a concept that describes the contribution, distribution and circulation of information on
media platforms. The original copy of the textual, visualr audio information does not need to be replicated
perfectly in order to display the chaacteristics of spreadability, rather the original can be manipulated or
maintained in its original form and still be a product of this process
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Fig. 15: DailyArt z a mobile app for learning about fine art

i :
b Google play App S

The example othe mobile application DailyArt demonstratesthat not only people ae
interested in a free version of an app, but they are also eager to pay for increased
functionality and additional features if they likethe product well enough.The app,
developed by a Polish tech entrepreneuyallows users to learn about art history by
receiving onemasterpiece of fine art per day.

http://www.getdailyart.com/

2.4 Processes

In this context, 'processes’ refes to key issues concerning thenanagement, handling and
use of data. This data can be about cultural products (e.g. collection metadata) or about
the use and users of these cultural products (e.g. audience data).

The processes as addressed in thehapter are not linear, butinteract with each otheron
various levels (institutional, national, international). Digital cultural products can be used
via various digital channels that provide different contexts for users. The use of digital
cultural products in a specific context (e.g. an online social medium) prodes new data
that can lead to a better understanding of the use of digital culture, whidn turn may
affect the production of new or revised cultural products.

The uili sation of audience data requires both deep understanding of the collected data
and its context (data analysis) and wide understanding of the information environment.
Identification of needs and future benefits for individuals, communities and society at
large is a key factor in making the best use of audience data. The data will provide
information helping to understand existing relationships of provided cultural products
and services to audiences and will make clear what strategies work; it will help to
successfully plan for audience development.
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Fig. 16: Europeana collections

Europeana is theflagship project of the EuropearJnion to support collaboration and
innovation in the cultural heritage sector. While in the early days of Europeana the facus
was very much on creating a large digital offering (currently over 50 million digital obje¢ts

are available through the portal), nowadgs Europeana is creating an Impact Framework
to better understand how users value the digital content and are enriched by having agcess
to the Europeana Collection%3

http://www.europeana.eu

In the commercial information sector, the importance of user data hagvenoutgrown the
importance of new information products. All the major ICTdriven companies are building
and adjusting their businesses on intelligence about digital user behaviour (‘content
follows users'). The cultural domain however has a different logic. The quality and
attractiveness of the cultural offering is both in the physical and the digital domain the
main asset of a cultural organisation. Through their offerings they aim for the attentio
of, and interaction with, people with an interest in their offerings (‘'users follow content’).
The digital media have provided a tool to cultural institutions to make the user interaction
with their products explicit and the immediate availability of sud data is one of the most
important results of the digital shift that characterises our time. Acting swiftly on the
analysis of this data to improve the user experience is a keyccessfactor for cultural
institutions in the digital world.

The Audiencédgencyis a UK based organisation that aims to contribute in increasing the
number and diversity of people engaging with a broad range of culture, and the depth|and
scope of their involvemen®he Agency provides advice, facilitation, research & intelliger
and data & software, in order testrengthen audiencefocused practte and policy.With
support from the Arts Council England, the Audience Agency collects and analyses data
about the audiences of cultural institutions.

—

13 See for example
http://pro.europeana.eul/files/Europeana_Professional/Publications/Europeana%20strategy%20impact.

pdf
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The processes in relation to the use of cultural dataan be dividedinto three segments
that, to a certain degree relate to each other in a cyclic way:

1. Collecting data
2. Managing and sharing data
3. Acting on data analysis

eAssess context and shared gain of
data collection (incl,
understanding gaps)

. sImprove services (e.¢ better
Actmg marketing and user targetting)
sMake strategic decisions and
on data adjust internal processes
*Report and benchmark
analysis

(Act on privacy, dats protection \
and ethical issues
sExecute processing and analysis
*Organise internal use
{e.g. in planning and control) =
eCreate long term perspective on |, Manag"‘.g
data management -
+Establish data interoperability, &
shared vocabularies and semantic
harmonisation sharing
sAggregate and accumulate
sImplement open data policy (PSI) d ata
sPerform analysis for domain or
wider needs ) \

Collecting data

s«Determine availability of audience data
sUnderstand types of (nen-Jaudiences
eDecide on methodologies and types of data collection
sUnderstand legal constraints

— -

Fig. 17: Processes related to the use of cultural data
These three processeare describedin more detail below.
THECOLLECTIONDF AUDIENCE DATA

The wllection of audience data should be based dhe strategic aims of the organisations
or the domains in question.There are threeaspects of data collecting that relate to these
strategic aims that we would like to single out here

1. Wser & user behaviour statistics This not only relates tocurrent audiences, but alsdo
potential audiences. The data can be collected about thénon-)users of a specific
institution, but in order to get a better understanding of cultural citizenship, data
collecting from a cross-disciplinary perspective (e.g. theatre, music, museums$ also
needed.Data collectingand analysisof data gaps and overlap across cultural domains
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and even at the international levetancontribute to cultural policy making at the national
and EU level Proper dak collecting about users is not a oneff activity, doing it
consistently could helpto identify trends and changes in cultural participation.

2. Qualitative & quantitative research It will not suffice to collect only ticketing data or
web statistics.In order to better understand audiehofmmances, a balanced approach is
needed, with alternating qualitative and quantitative types of research. Large scale public
surveys need to be complemented with facéo-face interviews, user panels, focus groups
etc. Social media provide good opportunities to collect immediate user feedbackuality
and interoperability of data and metadata is a key issue in choosing and combining the
methodologies used, and in ensuring the future usability of the datAcademia research
institutes and private sector organisationscan be valuable partners for the cultural sector
while conducting such in-depth userresearch.

3. Legal constraints. Legal and contractual constraints and data ownership (esp.
protection of privacy with regard to the processing of personal data, copyright legislation,
international treaties, and contracts) have to be taken into account as preconditions for
data collecting. There is a growing interest in society in the protection of, for instance,
privacy-related data. This has led th&uropean Unionto reform data protection rules!4.
For this reason, ownership of the user data needs to be made clear in order to fully utilise
this data. The responsibility and accountability of the organisations that collect and
process personal datashould be fully transparent In general the principle of data
avoidance and data economy should apply foall institutions that are state-run or
financed, which means that institutions shall only collect data thais necessary for tre
provision of a particular service.

THE MANAGING AND SIRANG OF THE DATA

Once the dataon the use and users of digital culture has been collected by a cultural
institution, there are several ways to managéhe data and use it for the institution's own
purposes. Data management and handling metadata in particulashould be core
competences of cultural institutions. However, there are big differences between large
institutions and small scale institutions that sometimes even rely on volunteers for data
management. Large and migize institutions sometimes have dedicated (and often
customised) data management systems, supported by one or more data management
service providers. There may be a connection between systems that record user data and
collection data (e.qg. for libraries it is imperative to understand which person has which
book on loan), but thee may very well be different systems, managed by different
departments. The smaller institutions usually donot have large scale ICTacilities and
use standard desktop and office software for recording visitor data and collection data.
Securing a sustainable use and rese over timerequires an infrastructure that supports
the managing of data along the whole digital lifeycle.

Although there are quitea few standards available to make data work for the institutions
and their user groups, their implementation by cultural institutions has not always been
done properly. Sharing, understanding, processing and analysing data is not possible
without interoperability z that is, theability of computer systems or software to exchange
and make use of information Lack of interoperability hinders the impact of the digital

14 protection of personal data in the Eittp://ec.europa.eu/justice/dgteotection
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shift in audience development. Recommendations for standardisation remain a priority
at evay level of the cultural sector ecology.The issues concerning standards and
interoperability clearly lie in line with the Digital Single Market, one the Commission's top
priorities, the Public Sector Information Directive, and other strategies and directes,
which on a European level, promot®©pen Data, Open Access @pen Scienct.

Figure 4.4.1: Does your organisation measure the number of times that digital metadata and/or digital objects are
being accessed by your users? (n=756)

Archive/records office
Museum
Library 68%

Other type of institution

Total

0% 10% 20% 30% 40% 50% 60% 70% 80%

Fig. 18: Some of the statistics from the ENUMERATE project

ENUMERATE originally an EUfunded thematic network but now funded through
Europeana, is a statistical framework to map the progress of digital heritage in Eurgpe.
ENUMERATE coordinates biennial surveys among memory institutions, documenting th
growth, sustainabilty and use of digital heritage collections. The results of theseveys
showthat by now more than half of the cultural heritage institutions in Europe collect and
analyse web statistics to improve their understanding of their digital services. Othgys of
tracking digital user behaviour (e.g. database statistics, social media statistics and
gualitative user surveys) are far less common.

http://pro.europeana.eu/structure/enumerate

15 Digital single markethttps://ec.europa.eu/digitalngle market/en/thestrategydsm

Open datahttps://ec.europa.eu/digitalngle market/en/opelatg
https://www.europeandataportal.eu/en/providiteagoldbook

Public Sector Information (PSlihttps://ec.europa.eu/digitaingle market/en/europedeqgislationreusepublic-
sectorinformation
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Fig. 19: WeAreCulture24 project

Culture24s action research projectshow how institutions like museums can move frgm
analysing use statistics as output to evaluating success online. This approach to move from
understanding output to understanding impaatileserves encouragement across the entire
cultural sector in Europe. Simply reporting on web visits is very basic and does not really
enhance the understanding of success factors in the use of digital culture. However, only a
minority of institutions take the effort to analyse and report in a more elaborate way.

http://weareculture24.org.uk/projects/action -research

THE ACTING ON DATANALYSIS

Once audience data has been collected and analysed;ah be used tanform decisions
regarding future target audiencesand how to create value for them with cultural content
This relatesnot only to the institutional level, with its own planning and corrol cycles,
but also to other contexts in which policy is made (e.g. sector to which the institution
belongs, regional, national, international)The collected audience data will be more useful
if put into context. The data has to be interpreted or given ganing by comparing it to
other data ses (e.g. between different cultural sectors, to general population datetc.).
Many institutions are looking for comparability to measure their digital activities against
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their peers. These can only come about more institutions are willing to invest in better
data analysis and share their results openly.

Sharing analysed data on users (existing audiences), neusers (potential audiences) and
user behaviour enablesrganisations to improve the value-chain ofproducing digital and
non-digital cultural products and services, to develomew products and services, to tailor

marketing, and to develop the whole ecosystertogether so that it will achieve its full
potential.
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CHAPTER 3 MAPPING OF EXISTING POLICIES

The previous chapter descriled the potential impact of the digital shift on audience
development.This chapteraddressesthe current situation and state of reflection among
policy-makers and institutions in Europe, while asking questionsn how the potential of
improving access to culture via digital means is reflected iexisting strategiesand funding

mechanisms and withn cultural institutions themselves

In order to map the situation on the ground in the European Union when it comes to
audience development via digital means, a questionnaire with five specific questions was
circulated among the OMC group members. Repredatives of Norway in the group were
also asked to provide their answers to the questionnair¢see the Methodology part for
information) .

Of the five questions posed by the questionnairefour asked experts to describe the
current strategic and organisational arrangementsin their countries/territorial entities
with regard to audience development via digital meanswhile the fifth questionrelatedto
their judgement of what were the most pertinent challenges for audience development
via digital means.

Thefollowing MSs/territorial entities responded to the questionnaire AT, BE (Flanders),
HR, CY, CQE,DK, EE, FI, ELE, LT,MT,NL, NO, RO, SI, ES, ES (region of Valencia), SE, UK

The sections below correspond to the questions asked and synthese, in a general
manner, the answes provided. The detailed answers submitted by each of national and
regional representatives can be found as a separate document attached in the annexed
documents (Annex B).

In parallel to answering the questionnaire, the OMC group members were asked to
propose European, national and regional case studies which, in their opinion, provide
good examplesof the use of digital tools for audience development. The list of submitted
examples with short descriptions and reference websites, where available, can be found
in the Annex CThey are also referenced throughout this report.

3.1 Is there a strategy for audience development via digital means at the
national/regional level in  your country ?

According to the answers provided, at the time of publication of this report there
were no national or regional strategies specifically aimed at audience development
through digital means in the countries/regions that submitted their answers.

At the same time, thesubject of audience development via digital toolsis indirectly
addressedand appeas in strategic documents and policies, although to varying degrees.

This topic appears in sectoral and thematic papers, digitisation and -@dministration

strategies, "digital agendas”, digital heritage strategies, national cultural strategies or
strategies focused on certain groups of citizens (e.g. people with disabilities). In most

cases however, such documents seem to be approachingthe Q@ET T 1T £ OAECEOAI
OAECEOEOAOGEITI 16 DPAOODAAOEOA OAOEAO OEAT OAOGAE
3. 2 Which institutions are responsible for it?
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In most cases, public cultural institutions have the autonomyto shape their own
strategies, in some caseswithin the overarching strategy of a culture ministry. The
audience development via digital means can be considered to be rathéecentralised,
with ministries or key institutions suggesting certain standards or establishing, for
instance, dgital portals.

Competence centres responsible for digitisation are also referenced and said to be set up
on different levels z national, regional, sectoral. Digital Heritage Network in the
Netherlands, regrouping large national institutions dealing withdigital data within an
established partnership scheme or Digisam in Sweden (institution supporting state
funded heritage institutions in the implementation of the National Strategy for
Digitisation) are good examples of such centres.

3.3 How is audience development via digital means financed or co -financed?

According to the information provided, institutions finance audience developmentrom
their own budgets. Privatepublic partnerships are also mentioned.

Including audience development and audience engagement strategies in grant
applications is also mentioned in several instances as being one of the pezjuisites for

receiving public funding. In some cases, the financingf audience developmenirelated

activities is also said to cone partially from the institutions' own budgets and partially

AOT 1T OEAEO OAZOAI AxT OEd ACOAAI AT OO xEOE AOI OC

European Economic AreaEEA & Norway Grants as well aguropean Structural and
Investment Funds(ESIF)are also indicated as sources for financing digitisation projects.
Research foundations were also listed in the case of one of the countries that provided
answers to the questionnaire.

3.4  Isthere a system for collecting relevant data?

Many of the countries that responded indicated that there is no specific natiorwide
system for data collection orthat each institution collects data on its own. Although
cultural participation data exists for a number of countries, it does not necessarily always
include digital participation-specific data (although information on digital participation
can be somehow extrapolated).

According to the information provided, culture ministries do carry out occasional
mapping of cultural participation and the use of digital toolsHowever, the results of such
mapping exercises are also likely to focus on public cultural institutionsather than target
private operators.

3.5 What are the challenges to audience development specifically via digital
means?
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The challengesenumeratedby OMC group members thatespondedto the questionnaire
can be groupedn several subcategories.Although they do not offer a complete picture
of all the potential challenges, they help to give an overview of the perceived difficulties

The first group of enumerated problems wasrelated in broad terms to the question of

mindset and/or general approach to new technologies, audience needs and strategic
reflection when it comes to access to culture via digital mean#t was noted by the
participants in their responses that oftentimes when offering cultural content, the
institutions do not think of it from user-oriented perspective, with clear understanding of
OOAOOGG T AAAO8 4EAOAMEI OAh OEA T AAA Flutonsi OCAT E
(sometimesO1 AAAAOOEEDSO6 AEAT CA Chekédy Challends pairedwAhA A O 1
the necessity to conceive londerm strategies for audience development through digital

means. Cultural operators should also be more open to share resources ageriences

among themselves for instance, it was explicitly mentioned in one of the answers that

memory institutions (libraries, archives, museums etc.) are not always eager to make

their content available. Finally, it was mentioned that mindsetelated challenges should

be tackled also via activities targeting the society as a whole, such as promoting civic
engagement and cultural education in general.

A considerable number of challenges mentioned by the OMC group experts relates to data:

lack of con© AOA ET &£ Oi AGETT 11 AOAEAT AAOGG DOIT E£EEI
AAAAAAAE 11 OOAOO8 AECEOAI AAEAOGEIT OOh 1 AAE 1
experience in working with big data and analytics. Cultural operators do not necessarily

know how to follow up and evaluate consumer experience, while being faced with
numerous technical and legal obstacles when it comes to collecting user data.

The third group of challenges that were mentioned relates to skills of cultural operators.

Lack fAECEOAI AT A OAAETT1T CEAAI AAEI EOEAO 1T &£ A
by several of the respondents. Furthermore, it was specified that the public sector

(cultural institutions and policy -makers) has considerable difficultieswith keeping peace

with rapid technological advancements and changes.

Another group of enumerated problems links to the issue of funding and infrastructure.
Cultural operators oftentimes do not have enough resources to offer targeted
programmes to engage new audiencedhis connects to a more general challenge that
cultural institutions in Europe (and worldwide) are faced with z lack of stable financing
for such targeted activities, which in many cases are currently carried out as oudf
initiatives. Finally, some cultual institutions do not have the relevant infrastructure to
allow them to carry out digitisation of their content. At the same timewhen they do have
it, digitised projects in different institutions are stored in different IT systems, varying
from one institution to another. This in turn limits their availability and opportunities to
perform aggregate searchegjoes not grantinteroperability of content that would allow
further use, etc.

As far as legal challenges to audience development through digital means are concerned,
the issues related to copyright were mentioneddifficulties in offering comprehensive
online presentation of collections given restrictive copyright law for digital content,
difficulties in accessingcultural heritage under copyright and the question ofproperty
rights in the case of streamed concerts (agreements with creators/artists)
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Finally, a number of pertinent general challenges was mentioned. They can be defires o
i T OA EIT OEUTT OAl ET OAI BPA AT A AU OEAEO 1T AOOOA
challenges:

y How can the institutions maintain current audiences while attracting new
audiences?

y How the decision -makers should take into consideration the varying scales and
scopes of cultural institutions when setting up policies and funding mechanisms

linked with audience development through digital means?

y How the institutions ¢ an keep up to date with the most recent and interactive
participation mo dels in society in order to integrate them in to their own
communication strategies ?

y How the decision -makers and public institutions could  work with conten t from
private institutions?

Yy How to tackle the issue of digital exclusion?

Yy How to enable culture to interact with other areas of life of our societies?

CHAPTER 4 CONCLUSIONS AND RECOMMENDATIONS

European Union level
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Recognising the profoundwidespread and systemic impactthat the digital shift hason
cultural and creative sectorsacross Europe the Eiropean Union should consider:

1 Continued prioritising of audience development and capacity -building with
focus on innovative approaches within EU funding programmes , in
particular within Creative Europe and the funding offered for creative &
cultural institutions and enterprises  via other programmes and funding
tools.

NOTE:Audience development and capacity building of the cultural and creative
sectors shouldemain a pivotal element for European funding opportunities offered
to cultural operators At the same timeparticular emphasis should be put on
innovative audience development and engagement (including through digital
means) Additional priority should also bgiven tofuture-oriented capacitybuilding,
related to the use of new technologies and digital opportunities in a falsanging
environment with rapid technological progress and fashanging user behaviours.

1 Creating European -wide voluntary guidelines for collecting and re -using
data on cultural and creative products and content, programmes, digital
services and audiences.

NOTE: Sucluidelinescould be proposed a& voluntary code of practice that would
encourage collecting data about cultural and creative sectors, including their
cultural and economic impactfor comparability and the developmentof further
funding programmes The model used by thé&udience Agencyrom the United
Kingdom (r a similar approach) could be examing. Once thevoluntary guidelines
are conceived on the EU level, it couldfm®@moted at the nationaland regionallevel.

1 Increasing the accessibility of the opportunities related to innovative
funding models for cultural and creative sectors in the EU  (e.g. by pooling
different information sources together)

NOTE:Theemphasisshould beput on participatory and cecreation-focused models
& opportunities offered by digital toolsincluding crowdsourcing and crowdfunding

National and regional level

Acknowledging that cultural operators operate invarious local contexts, mational and
regional cultural policy agencies should consider:
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1 Including audience development in national and regional  cultural & digital
strategies.

1 Creating and promoting training programmes and capacity building for
institutions to adapt to the institutional challenges created by the digital
shift.

1 Creating appropriate guidance and allowing for flexibility in audience
development funding programmes so that they take into consideration the
digital shift.

NOTE: Funding opportunities offered showddknowledgethat the shifts in resource
allocation within institutions are nowadays becomingecessaryn order to create,
maintain and promote new digitabpproaches to audience development.

1 Promoting the use of digital technolog ies in audience development
strategies and parti cularly innovative approaches that allow work ing with
non-audiences and potential audiences, but also excluded groups and/ or
groups with specific accessibility needs.

NOTEThe list of audiences that could potentially be targeted with the use of digital
tools can be long and include different categories, without putting forward just one
group. In a norexhaustive manner, these could include, for instance, young people
and elcerly, but alsoethnic minorities, migrantsor socially excluded groupgeople
with disabilities, etc

9 Existing guidelines for the promotion of cultural projects and institutions
should be complemented with new digital approaches to audience
development . If such approaches are already in place, they should be
maintained, expanded and adjusted through constant evaluation.

1 Finding ways to promote and disseminate good examples of successful
innovative cultural projects that are closely linked with creative industries
and new technologies.

1 Creating good practice guides for working with different and new funding
(and creation) models offered by new technologies (such ascrowdfunding or
crowdsourcing ).

Cultural operators ' level

Realizing that in order to best adapt to the digital shift, a change neetts come from
within cultural institutions . Qultural operators should thus:
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Acknowledge the changes in behaviours and attitudes of audiences seeking
to have greater control over the content, curation and access to
work/collections while respecting the rights of copyright holders

Fully exploit the ability of new technologies to target hitherto hard  -to-reach
groups and put in place strategies to bridge the analogue -digital divide

Re-allocate resources and priorities to acknowledge:

o the diversity of platforms available for information exchange with the
public

o the need for greater technical skills throughout the organisations

o the need for greater networking and partnership working insde and
outside the institutions

Explor e the opportunities to create new business models

Promot e the use of new technologies for wider accessibility and us ability of
cultural and creative content

NOTE: Cultural institutions not only should focus on creating digital end products for
their own user groups, butnake their digital assets accessilfiar others (e.g. creative
industries or scholars) to use in other digital products that are not contrallby the
cultural institution itself.

ANNEXES

A. Methodology
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Meetings. Five plenary meetings (23 March, 120 May, 1516 September 2015, 12 March, 30
November 2016) took place in Brussels, while one of the meetings (28 June2016) was held in
Amsterdam at Allard Pierson Museum, backo-back with the conference of the Dutch Presidency
of the Council of the European Union, 280 June, on the topic closely linked to the subjects
discussed and analysed by the group ("Ready to Ré&a®©ut: Connecting Cultural Heritage
Collections and Serving Wider Audiences"). The editorial team held a further meeting in Brussels
on 30 September 2016.

Mapping questionnaire. The mapping questionnaire, drafted by the group cchairs, was
circulated to the OMC group members after the second meeting. The group members were then
charged with accessing information from their national and regional policynaking bodies. They
were also asked to research and identify relevant case studies in their own countrizghe experts
were given the liberty to propose as many best practices/case studies as they saw fit. The collected
information is available in Annexes B and C, while the summary of the findings and the questions
asked are presented more in detail in Chapt 3 of this report.

EU Member States: 25 Member States participated in the group. Experts from the Member States
were selected and asked to participate in meetings, draft the report and be involved in online
discussions.

Co-chairs: Yvette VaughanJongs 5+ @ AT A ) OAT A /1 0001 OHEA j3)Qq xAO/
the first meeting to chair the proceedings.

European Commission (EC): the EC hosted the meetings, contributing to policy discussions
where appropriate, providing secretariat services and coverig the travel expenses of
participants. The leading facilitator role was played by the Directoraté&eneral for Education and
Culture (DG EAC). Colleagues from DG Communications Networks, Content and Technology (DG
CNECT) also participated in some of the méngs as observers in order to provide their input into

the discussion, where relevant.

Other participants : It was decided during the first meeting of the group that Norway and Iceland
should be invited to take part in some of the group meetings. A represtative of Norway
participated in three meetings.

Guest expert speakers: A number of experts were invited to take part in meetings of the group,

in order to take part in the discussion, fuel the debate and deliver presentations on their

respective fieldsof expertise.

I £O01l 1 EOCO 1T £ OEA CcOi O8O 1 Al AAOOG AT A A1l ETAEC
is annexed to this report (AnnexB).

B. List of group members and participating guest experts

Nominated national and regional OMC group experts
| Country | Name and family name | Organisation | Function
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AT Gerald Leitner Austrian Library Association | Director
AT Heidemarie Meissnitzer | Permanent Representation| Counsellor for
of Austria to the EU Cultural Affairs
AT Paul Stepan FOKUS Austrian Society for| Chairman
Cultural Economics and
Policy Studies
BE JeanLouis Blanchart Ministry of the Wallonia- | Director
(Wallonie) Brussels Federation
BE (Flemish| Simon Smessaert Flemish Department for| Policy Officer
Community) Culture, Youth, Sports ang
Media
BG Axenia Boneva Ministry of Culture Expert
CcYy Zachos Polyviou Ministry of Education and| Coordinator of
Culture, Cyprus Europeana Projects
CcZz Pavla Petrova Arts and Theatre Institute,| Director
Prague
DE Sebastian Saad Federal Government| Head of Division K16
Commissioner for Culture
and the Media
DE Carsten Pettig State Chancellery ol Desk Officer
(Thuringia) Thuringia - 3 0A(
Representative from
Thuringia on behalf of the
Federal Council
DK PrebenAagaard Nielsen | Danish Agency for Culture | Special Adviser
EE Mirjam Raabis Estonian Ministry of Culture | Chief Specialist of
Cultural Heritage
ES Ménica Fernandez State Secretariat for Culture | Deputy Director
Mufioz General for Book,
Reading and Spanisl
Letters Promotion
ES Teresa Reyna Calatayud State Secretariat for Culture | Counsellor in  Sub
Directorate- General
for Books, Reading
and Spanish Letters
Promotion
ES (Valencia Jorge Garcia Valencian Institute  for | Valencia regional
for Culture, Musicdepartment government
autonomous representative
regions)
EL Eirini Komninou Hellenic Ministry of Culture, | Head of the
Education and Religious| European Union
Affairs Department
EL Konstantinos Spanos Hellenic Ministry of Culture, | Administrative
Education and Religious| Officer
Affairs
FI Minna Karvonen Ministry of Education and| Counsellor for
Culture Cultural Affairs
HR Jelena Rubic Lasic Ministry of Culture of the | Head of Department
Republic of Croatia
HU Istvanne Antal Ministry of Human | Expert Advisor
Capacities
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HU Edina SORENY Ministry of Human | Responsible for
Capacities libraries and EU
affairs
IE Lorraine Comer National Museum of Ireland | Head of Education
IT Giuliana De Francesco | Ministry of cultural heritage, | Head of Unit,
cultural activities and | Multilateral relations
tourism (Europe)
LT %OEEA " OE OU| Ministry of Culture Chief Specialist of
Information Society
Development
Division, Cultural
Policy Department
LT *T 1 AT OA + AU| Ministry of Culture Chief Specialist of
Museums, Libraries
and Archives
Division, Cultural
Policy Department
LV + OEOOAT A 0 A| Centre for Culture| Senior Officer
Information Systems
MT Toni Sant Spazju Kreattiv, St Jame| Artistic Director
Cavalier Centre for Creativity
(Fondazzjoni Kreattivita)
NL Marcode Niet Digital Heritage Netherlands| Director
(DEN Foundation)
NO Bernt Martin Schjerven | Norwegian  Ministry  of | Senior Advisor
Culture, Department for the
Arts and Museums
NO Tonje Johansson Norwegian  Ministry  of | Advisor
Culture, Department for the
Arts and Museums
NO Geir Rege Norwegian  Ministry  of | Advisor
Culture
PT Nuno Goncalves
PT Mafalda Folque Permanent Representation
of Portugal to the EU
RO Nicoleta Rahme The National Library of| Head of department
Romania/The Ministry of | "Development of
Culture Collections"
SK Peter Csordas Slovak Film Institute Expert in Digitisation
Sl )y OAT A /1 ©OOT | Ministry of Culture Senior Adviser,
Media Directorate
S Rolf Kéallman Digisam / Swedish National| Head of Department
Archives
UK Yvette Vaughanlones Visiting Arts Chief Executive

"Voices of Culture" representatives
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Name and family name

Function/affiliation

Amanda Windle

DigiLab, University of the Arts London

Dominic Smith

ISIS Arts, Newcastle

Sejul Malde

Research Manager, Culture24

Charlotte Hamilton

Development and Communications Managg
European Union Youth Orchestra

Guest experts

Name and family name

Function/affiliation

Niels Righolt

Managing Director, Danish Centre for Arts ar
Interculture

Anne Torreggiani

ChiefExecutive, Audience Agency, UK

Franco Niccolucci

Professor, University of Florence

Elvira Marco

Director, Accién Cultural Espafiola

Gerda Sieben

Director, jfc Medienzentrum, Cologne

Zuzanna St a@Eska

Digital entrepreneur, founder of DailyArt an
Moiseum

Wim Hupperetz

Director, Allard Pierson Museum, Amsterdam
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C. Answers to questionnaires

EU Member
States +
Norway

AUSTRIA

BELGIUM/
FLANDERS

CROATIA

Work Plan for Culture 2012018

OMC WorkingGroup of Member States experts on Promoting Access to Culture via Digital Means

Questionnaire (contributions by OMC group members)

Is there a strategy for audience development vic
digital means at the national/regional level inyour
country?

There is no national or regional stratégplace, but more
and more institutions use digital audience developmer
over Austria.

There is currently no strategy for audience developn
via digital means at the national level. Culture is
responsibility of the communities in Belgium, so
regional strategy would be more feasible than a nati
strategy but there are no plansrfthis at the moment.

However, there are some sectorial and thematic cor
papers that have been published or will be publishet
the Flemish Government, where audience developr
(via digital means) is or will be mentioned.

For examplieon itne xtth eo nd vtihse
Culture Sven Gatz (spring 2015), there is a chapte
participation and diversity and also one on digitizatior
In the vision text on cultural heritage and the conc
paper on digitization and-@ulture in particulaiboth in
development), audience development will also be a tc

There is no national or regional strategy that invol
audience development explicitly.

The Ministry of Culture is about to carry out ti
Digitisation of Cultural Heritage Strategy. The Strateq
accompanied by five key concepts essénto the
realisation of its objectives: infrastructure, digital conte
interoperability, eservices and competitivenes
Conditions will be created for audience developm
models that will foster production and distribution
creative and cultural dital content. Incentives will b¢
given to developing the national infrastructure

© community

Which institutions
responsible for it?

are

Cultural institutions  in
Austria are autonomous i
their strategies how to prese
their collections.

Currently, it is the
responsibility of each cultura
institution to decide if anc
how they work on audienc
development, via digita
means or not.

A regional strategy would b
a responsitity for the
Flemish Government, bu
would be developed it
interaction with key
(intermediate) organization
in the cultural sector, such ¢
VIAA , CultuurNetor Demos

The national digital cultura
heritage Strategincludes all
the relevant institutions an

organizations, which
through complex mutua
interactions create loAgrm
preservation, availability
searchability and
recognisability of the

Croatian cultural heritage an
national identity in the
of European

How is audience development via digital mean:
financed or cofinanced?

The cultural institutions are financing audien
developmentwith their own budget. A few
institutions have PPPs.

There is no separate financing for audiet
development via digital means. Cultur
organizations have to do this within their gene
budget. However, for most organizations, audie
development and engagement ammportant
criteria in order to obtain funds from the Flemi
government.

There are no exact total figures known ab
investments in audience development, via dig
means or not.

All cultural heritage digitisation projects finance
by the Ministry of Culture nekto be publicly
available. One of the main criteria for funding
audience involvement.

Is there a system for collecting relevant
data?

No

The Participation Survey gathe
longitudinal data on cultural participaun.

It shows the degree of participation (
percentages) of the Flemish population
every aspect of culture (museums, fil
theatre, l'iteratu

however no data on individual level al
items towards digital participation ai
limited.

There is no unigque national system f
collecting audience data. Each cultu
institution and organisation collects i
individual data.


http://viaa.be/en/
http://www.cultuurnet.be/en
http://www.demos.be/english

CYPRUS
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digitisation of cultural heritage in cooperation with ott
interested institutions, ministries and acadel
institutions.

The Ministry of Administration shall carry out the
Croatia Strategy. The General-Ceoatia Strategy
approaches also includecalture service. By -eulture
service Croatia is developing conditions for audiel
development via digital means.

The 2020e-Croatia Strategy is a strategic docum
composed with the intention to enhance the quality of
of citizens in the Republic of Croatia by raising t
competitiveness of economy with the help of informat
and communications technology, and usinghhigiality

electronic public services in line with valid strategies ¢
legislation of the Republic of Croatia, EU directives ¢
recommendations of the profession. The purpose of
Strategy is to create a coherent, logical and effic
information systm of the state by providing high qualit
and costeffective electronic services at both national ¢
European level. It also focuses on the insurance
interoperability between current and new ICT system
public administration, including the eliminatio of

duplicated functionalities. The realisation of its objecti
will be measured on the basis of the percentage of citi
and companies using publicservices as well as th
users' satisfaction level.

Currently, there isi0 national or regional strategy. Tt
Cyprus Ministry of Education and Culture has prioritiz
the need to elaborate an effective and targeted strateg
audience development via digital means. The Cyj
Ministry of Education and Culture supports regibi
programmes related to local and national cultt
developments. Under this initiative the Ministry w
examine the possibility of involving cultural institutior
by inviting them to provide their digital collections so
to engage audiences and deyelaofrastructures whict
will enable access to valuable content.

peoples and the Europes
Union via cultural, researct
scientific and educatione
models and processe
through electronic
information  systems an
network services.

Each cultural Institution in
Cyprus is independent t
establish their own strategy i
regards to their collectiol
management as long as tl
ownership of the content c
their collection isunder their
respective regulation(s)

Since Cyprus has no regional or national strat No. Each culturalinstitution in Cyprus
for audience development via digital means, ¢ has their own data collection schema(s
form of financed or cdinanced project is subjec

to t he projectods des

framework. The majrity of Cultural Institutions

are financing audience development under tl

own financial management by using their o

resources under the supervision of the Ministry

Education and Culture and/or other compet

authorities.



CZECH
REPUBLIC

DENMARK

ESTONIA
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We don’t have any specific strategy of this kind. In 20
the Czech Government approved the new State Cul
Policy 20152020, where some of the tasks are focuse!
access teulture via digital means.

The Ministry of Culture has a general "Digitizatic
Strategy 2012015" (in Danish only). This sitegy
focuses mainly on the technical aspects aiming
provision of effective services that collect, preser
disseminate and make culture available in a contempc
digital form, as far as possible matching the demani
the target groups.

Digitization is also a key area for the cultural institutiol
but there is no overall national or regional strate
specifically focusing on audience development, in gen
or via digital means.

On national level the Ministry of Economics al
Communication has worked out principles callzidital

Agenda 2020 for Estonid@he main objective for cultal

heritage in this document is that the most valuable pa
the cultural heritage has been digitiseddigitisation,

preservation and dissemination will be supported.
Ministry of Culture has worked out principles of cultu
policy until 2020 in astrategy documenCulture 2020
The use of digital cultural heritage in education,
services and creative industries is promoted.

There is no strategy directed only towards aocke
development. So far we have worked more with
passive part of digital cultural heritage making it
available for as wide audience as possible. How to en:
audience is still a responsibility of cultural institutio
who has heritage to make availe.

For national digitization the Ministry of Culture togeth
with different stakeholders has put together

Operational Programme for Digitization 202018. It is
a first time in Estonia we are going to use structural fu
to digitize cultural herdge. The Ministry of Economi
Affairs and Communications will open a call fi
digitization in the end of 2015. In the operatior

Ministry of Culture

Ministry for Culture is
responsible for an overa
strategy. The specific contel

of projects and othe
initiatives, including
digitization initiatives, is

designed by the individua
cultural institutions.

Every institution (museums
libraries, archives,
associations etc.) i
responsible for their owr
audience development. But
is possible to apply finance
for audience developmer
projects on national level.

Competence centres  fc
digitization are )
Conservation anc

Digitization Centre Kanul
(museums), National Library
National Archive, Academic
Library of Tallinn University,
Tartu University Library,
National Broadcast. Ever
institution also has its ow
digitization plan.

Mostly from foreign resources especially fro
EEA Financial Mechanism and the Norwegi
Financial Mechanism. Partly also through E
Structural Funds.

Typically, digitizing is part of the cultura
institutions' core tasks. Therefore, for the ma
cultural institutions the financing is often a mix
the institutions operating funds and funds from
framework agreement that the institutions ent
with the Ministry of Culture.

On national level projects involving audien
development are held in favour. There are no ¢
that are directed only on audience developm
but there are several calls in the Ministry of Cultt
and other ministries, where it is @ilde to apply
for co-financing.

At the Ministry of Culture occasionall
mapping thesituation, but without any
relevant system and only on the level
state institutions. Each cultural institutic
has its own data collection scheme.

No overall system for allecting data
(except e.g. the above mention
registries on the Danish museums &
their collections, and others like thiabut
I dondét think it |
guestion is directed to).

For several times now the Ministry
Economics and Communication h
commissioned a survey to determine
use of public sector-gervices and portal
by Estonia internet users and th
satisfaction with services offateby the
public sector in the electroni
environment This incorporates also su
services like online catalogue fi
libraries, museum information system a
archive information system.

Statistics Estonia (a government agen
collects statistics on cultey but not abou
e-services and portals. However togett
with the Ministry of Culture a nev
methodology to collect statistics of tt
use of culture has worked out. TF
methodology is also meant to colle
statistics on ervices and portals
StatisticsEstonia will monitor the use ¢
culture and participation in culture c
Estonian people in every 3 years, start
from 2016.


https://e-estonia.com/wp-content/uploads/2014/04/Digital-Agenda-2020_Estonia_ENG.pdf
https://e-estonia.com/wp-content/uploads/2014/04/Digital-Agenda-2020_Estonia_ENG.pdf
http://www.kul.ee/sites/kulminn/files/culture2020_eng.pdf

FINLAND
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programme we have prioritized what should be digiti:
during next years in different fields of cultural herita(
art, objecs, publications, audiovisual materie
photography and documents.

In 2013 a new Museum Act was passed. It was fixe:
the Act that all the state museums under the Ministr
Culture and museums who use state owned collect
have to digitize all of theollections by 2018. By now i
is clear, that this ambition was too optimistic. Ever
digitizing collections at the Conservation and Digitizati
Centre Kanut doesn’t cost anything for the state mus
or the museum that uses state owned collectionis.
being financed by the Ministry of Culture.

In Finland, there is no overall strategy for audiet
development via digital means at the national nor regit
level.

Digitalisation is a crossutting theme in the governme
strategy of Finland (2015). In the government stratec
isstated that #APubl i corientedr
and primarily digital.o

Various policy documents and action plans include a
and actions which are closely linked to audiet
development via digital means:

9 Strategic Programme of Prime Minister Ju
Sipil&@b6s Government

1 Action plan for the implementation of the ke
project and reforms defined in the Governmi
Strategic Programme (incl. the key project
digitalisation)

1 Strategy for Cultural
Education and Culture)

1 National Open RAta Programme (Ministry o
Finance)

1 National Digital Library Project (Ministry of
Education and Culture)

1 Enterprise Architecture in the Public Sect
(Ministry of Finance)

Policy (Ministry o

As part of the Governmen
the Ministry of Education anc
Culture develops cultura
policy. Art and cultural
services must be acs#isle to
all, irrespective of their plac
of residence and financie
status. In order to ensur

equality and equity, the
Government supports an
develops conditions

conducive to creative activit
and the operation of art ar
cultural institutions.

Arts andcultural institutions
are responsible fo
developing their strategie
and action plans of audienc
development, taking intc
account national guidelines
Tools of audience educatio
and audience developme
via digital means are variou
T talks, presentatins,
workshops, events, ec
creation of performance

concert / exhibition,
marketing via digital means

The major role in financing the arts and culture
Finland is played by municipalitiesd thestate.
State funding for culture is mostly tr
responsibility of the Ministry ofEducation and
Culture. Most of the allocations to culture in t
administrative sector of the Ministry are directec
national art culture institutions and municipaliti
as statutory and discretionary state subsidies
substantial part of the financislipport granted by
the Ministry for culturecomes from the proceec
of the Finnish national lottery.

European unionds Stru
Development Program funding is being used ta
develop digital services.

Vast majority of funding for audiencevelopment
comes from these public sources. Publivate
partnerships and sponsorships are rare.

Almost every cultural institutions witl
portals or eservices also monitors ho
many visitors they have and where ¢
they from.

National museum statistics; the futu
ISO standard will include an instrument
monitor virtual events and virtue
programmes

Google analytics

E-services and portals of librarie
museums and other cultural institutio
include analytic tools measuring us
actions, web traffic etc.



GERMANY
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Regional level:

1 Some of the regions and municipalities have
done their owrdigitalisationstrategies. These
regional and local actors are active in testing
and developing digital cultural services (e.qg.
City of Mikkeli).

1 Some culture institutions have also develope:
their own digital cultural services (e.g. Tampe
Hall).

1 Theaimdigitalisecultural services is also
included in some strategies to provide health
and social services by digital means.

In Germany there is no national strategy for audie
development.

The principal responsibility focultural policy lies with
the federal statesL@ndel). The federal level ha
competence only for specific cultural issues explic
mentioned in the constitution. A central goal of t
cultural and artistic outreach efforts of the Fede
Government Commssioner for Culture and the Med
(BKM) is to reach also those who have so far take
limited part in cultural life. In this context, the releva
divisions of the BKM are asked to include the spec
wording in the funding notifications they send to t
recipients of permanent grant funding, stipulating that
federal funding is linked to the goal of active cultu
outreach and special priority is to be given to persons
currently use the services of public cultural institutic
rarely or not at &l

In the federal states and in the cities and commuiriiti
though responsible for a wide range of arts and cult
institutionsi there are political recommendations but
binding programmes for audience development. Itis u
the institutions whetr they try to build new audience
strategically or not. Nevertheless, a 2007 survey wi

digital distribution of cultural
contents, and marketing ar
customer care via digits
means.

Regions and municipalities
are implement regional /
local strategies together witt
cultural organisations and
other stake holders.

In Germany there is noublic
institution i for example as
part of a ministryi which
develops or commission
programmes, studies ¢
evaluations on  cultura
participation. So audienc
development in Germany i
in most cases a limitel
initiative of special cultural
providers. Peple have strong
reservations against publi
interventions in the cultura
sector.

The leadership of eac
cultural institution is
responsible for developin
and implementing specific
measures intended to achie
the horizontal goal of
enabling persons ofllaages,
regardless of their social ¢
cultural  background o
disability, to access thei

Although the German Constitution assig
responsibility for culture to the federal states, it
the task of the Federal Government to create
framework conditions in which culture and the a
can thrive. In line with this dision of tasks, the
Deutsche Digitale Bibliothek (German Digiti
Library) is funded equally by the Feder
Government, on the one hand, and the fed
states, on the other hand. The Deutsche Digi
Bibliothek went operational in 2014 as the cent
networking platform of the German culture ar
knowledge institutions and as a major contribut
of Germany to Europeana. In addition, the Fed:
Government also finances cultural institutions &
projects of national significance. Fedel
Government grantsare explicitly tied to the
expectation that these cultural institutions cond
a proactive cultural education and public relatic
work to make their wide range of offerings know
and actively reach out especially to those who h
so far taken little ono advantage of what they ha
to offer. Generally speaking, however, the cultu
institutions are themselves responsible for devis
digital strategies for audience development.

Since the 1990s the number of visit
polls and participation studies h;
increased in Germany. For econon
reasons, the cultural institutions startec
ask their audience in order to optimi.
their marketing management and g:
more visitors.

Moreover, the ministries of the feder
states, public broadcasting institutio
and different lobby organization:
financed some important genel
participation studies, asking the Germ
population about arts participation, the
attitudes towards and images of arts ¢
culture.

Some of the most relevant studies
participation in Gerrany include:

Zentrum flr
(ed.)

Kulturforschung/Keuche
(2003): 7. Kulturbaromete
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included all major cultural institutions showed that 5(
of the museums and 60% of the theatres had n
audience polls.

One special programme on intercultural ande
development was set up by the state of North Rh
Westphalia, giving extra money for six public theatres
one public museum to engage diverse, new audier
with a focus on young people with different migrati
backgrounds.

services and providt
feedback. To do so, outreac
experts helped draw u
guestions to inspire
productive discussion in th
institutionsf¢
bodies. This issi should be
dealt with not only in written
reports, but should b
discussed as a separe
agenda item at least once
year.

The Deutsche  Digitale
Bibliothek (DDB) plays a
significant role as it is the
central digital portal to
Germany's  cultural  an
scientific heritage. It gives
everyone free access
books, images, painting:
monuments as well as film
and music. The Feder:
Government Commissione
for Culture and the Medi:
(BKM, 50%) and the Germa
states (Lander, 50%) provid
financial support for this
project, which is gradually
digitizing the stocks of more
than 30,000 cultural ani
research institutions an
making them acessible via a
web portal.

Bundesweite  Bevolkerungsbefragur
Bonn

Zentrum fir Kulturforschung/Keuche
(ed.) (2005) 8. Kulturbaromete
Bundesweite Bevolkerungsumfrag
Bonn

Zentrum fur Kulturforschug/Keuchel
(ed.) (2012) 2. Jugendkulturbaromet
Bonn

Kulturforschung/Keuchel, Susanne (et
(2012): Das 1. InterKulturBaromete
Cologne.

Zentrum fur Audience Developmel
(2007): Besucherforschung i
offentlichen Kulturinstitutionen, Berlin

ARD/ZDF  Medierkommission/Frank,
Bernward (ed.) (1991): Kultur un
Medien. Angebote, Interesse, Verhalte
BadenBaden

Deutscher Buhnenverein (ed.)(200:
Auswertung und Analyse de
reprasentativen Befragung V(
Nichtbesuchern deutscher Theater. E
Studie im Auftrag de Deutscher
Buhnenvereins. Cologne

Fohl, Patrick/Glogner, Patric
(eds.)(2011): Das  Kulturpublikurr
Fragestellungen und Befunde d
empirischen Forschung. 2nd editic
Wiesbaden

Mandel, Birgit (2013): Interkulturelle:
Audience Development
Zukunftsstrategn far offentlich
geforderte Kultureinrichtungemielefeld

Mandel, Birgit/Renz, Thomas (2010
Barrieren der Nutzung kulturelle
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The Hellenic Ministry of Culture and Sports and
competent services have recognised the need
elaborating an effective strategy for audier
development via digital means and have decided to v
towards this direction, afteconsulting the relevan
stakeholders of the civil society.

Special emphasis will be given to the identification of
needs of more target groups, such as individuals f
remote and isolated areas, pupils and young pec
elderly people and individualsith disabilities.

However, a concrete strategy has not been completel
entered into force yet, at national or regional level.

The Creative Europe Desk Greece, which belongs tc
Directorate of International Affairs and Europe
Union/EuropeatJnion Department, organised a big inf
day on Audience Development in Athens, in July 20
where the concepts of access to culture and audi
development were presented to public and pri
organisations, along with best practices from Crea
Europefunded projects, and this was the initiation o
period of thought about how to proceed in the future.

In Ireland there is no overall national strategy relatet
audience development in arts and culture via dic
means.

The services of

of the Hellenic Ministry of

Culture and Sports, the
private cultural institutions

as well as thecivil society
actors have implementec
several programmes fc
audience development vi
digital means, throughinter
alia- their participation in EU
Programmes.

For example, private
institutions such as th
Piraeus Bank  Group
Cultural Foundation, the

Planetarium of Eugenides
Foundation and theOnassis
Cultural  Centre have
undertaken several initiative
for expanding their audienc
and implement innovative
programmes for attractin
new target groups, usin
digital means.

cultura The audience development viigital means is
heritage and modern cultur usually financed by public funds, private func

sponsorships and EU grants from the relevant
programmes.

Einrichtungen. Eine qualitativi
Anndherung an NickBesucher. Institu
fur Kulturpolitik, Universitat Hildesheim
available at www.kulturvermittlung
online.de

Mandel, Birgit/Timmerberg, Vera (2008
Kulturelle Partizipation im Ruhrgebiet i
Zeiten des Strukturwandeldniversity of
Hildesheim in partnership with Rul
2010, Hildesheim/Essen, available
www.kulturvermittlungonline.de

A system for collecting relevant data ¢
audience development has not be
developed yet by the public authoritie
though we araware of its importance an
explore the possibility of establishin
such a system, with the cooperation of (
National Statistical Agency, whic
measures other data in the field of cultu
like the number of visits in museums a
galleries.

It is the responsibility of eacl Financing the arts and culture is the responsib There is no national system in place tl
cultural institution to decide of the Department of Arts, Heritage, Region collects data on audiee engagemer
on whether it will develop ¢ Rural and Gaeltacht Affairs. Funding from tF with culture.

strategy on audienc






